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We are sure that most of you 
have noticed that we haven't 
written editorials very often. 
Our policy has always been - 
don't waste space. If we had 
nothing of real importance to 
say, we said nothing. Obviously, 
by this definition, we now have 
something of importance to say. 

This is the last issue of 
Yesterday's Memories. When we 
started, it was our objective to 
accomplish two things that had 
never been done before: To con- 
tinually publish a magazine with 
quality articles about Rhythm & 
Blues and to publish on time. 
Short of bragging, we truly feel 
that we have accomplished the 
first objective: we were the 
best of our kind. The underlined 
phrase is of greatest importance. 
If you were dissatisfied at not 
seeing articles about white 
groups or about 60's groups, re- 
member that this was not our 
goal. We (and several loyal 
readers) have turned the Country 
inside out looking for R&B group 
members to bring you stories a- 
bout interesting and obscure or 
long-hidden groups. And we have 
found them! 

Our second goal, to publish 
on time, was also successfully 
accomplished. We never published 
late! This is a record we are 
extremely proud of, if only be- 
cause we didn't have to make 
excuses for ourselves when the 
magazine was 3, 4, 5 or 6 months 
late and nowhere in sight. Let 
the others make the excuses, we 
did it: 

This may seem like a petty 
point,but it has helped to build 
a very high credibility rating 
with our readers. You came to 
expect us on time and we deliv- 
ered. You expected high-caliber 
articles and we also delivered. 

It should therefore come as 
no surprise to you that we are 
announcing the end instead of 
(Cont'd. on p. 24) 
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THE MELLOWS 


"Smo-oke from your cigarette" - only four 
words yet instantly recognizaple to any fan of 
Rhythm and Blues. The voice is pure, clear, 
and, fittingly, mellow. It is a mature voice, 
yet amazingly, at the time of its recording, 
Lillian Leach was only 17 years old. 

Por the three years that Yesterday's Memor— 
ies has been publishing, one of the groups 
most often asked about has been Lillian Leach 
and The Mellows. It is only right that this 
final issue of Yesterday's Memories carries 
their story. 

Mrs. Alice Leach had always wanted to be a 
singer; unfortunately, she was not blessed 
with a good voice. When she saw that her young 
daughter Lillian could sing, she not only en- 
couraged her, but became her biggest fan. As 
Lillian says, "I was almost pushed into sing- 
ing, from the time I was a little girl. I 
started out as soon as my mother and grand- 
mother found out that I could carry a tune. 
In fact, I almost hated it. They used to take 
me to all the church socials, teas and every- 
thing, 1 used to stay in church all day. In 
the morning, I'd go to Sunday school. After- 
wards we had church, and then we'd stay and 
have a bite to eat downstairs in the church. 
Then we'd go back up into one of the little 
rooms and they'd have tea and I'd have to sing 


py myself. I remember when I got old enough, 
I used to go down to 125th Street and buy the 
sheet music for spirituals. I had to learn 


the songs so I could sing them on Sunday. I 
had a friend, Viola, who used to play piano 
for me. I did it until I was 13when I was 
supposed to perform at this tea. Viola and IT 
had rehearsed all week on this one song. When 
I got to church, there weren't the regular 


people but a lot of strangers. I looked out 
at the people when Viola started to play and 
said ‘The key's too high. 1 can't sing it.’ 
I opened my mouth and nothing came out. I 


couldn't sing that day. Viola said to me 'I 
only can play in one key," so I didn't sing. 
After that, I went to my grandmother and told 
her that I was really getting nervous and that 
when I get nervous, my throat would lock and 1 
couldn't sing. She never asked me to sing at 
church anymore so something good came out of 
it. I didn't enjoy singing in front of stran- 
gers. I sort of blacked everything out. The 
only way I could sing was if T didn't see 


anything at all. You know, just nothing in 
front of me. ‘That's the only way I could do 
it." 


Although spiritual music played a large 
part in Lillian's formative years, all types 
Of songs were played in her home. The phono- 
graph was always going with songs by Jeri 
Southern, Ella Fitzgerald, Louis Armstrong,The 
Soul Stirrers and many others. Lillian remem- 
bers her uncle, a merchant seaman, always 
coming home on leave and bringing new records 
with him. She remembers dancing around the 
house with her uncle to the sounds of Louis 
Jordan and laughing as they did the bop with 
her uncle kicking his legs over her head. As 
a young teenager, she remembers lying about 
her age so she could go to clubs where another 
favorite, Big Maybelle, was performing. (If 
you look at photos of Lillian as a teenager, 
you'll see that she easily looked much older 
than she actually was. In fact, today she 
looks younger than sne did back in the 50's.) 

As a teenager growing up in the Bronx (New 
York) and attending Walton High School, Lil- 


By Marcia Vance 
Based on an interview with Lillian Leach 


lian was not allowed to stay out at night so 
she spent her evenings writing poetry. Her 
school notebook was always filled with poems. 
Halfway through high school, Lillian transfer- 
red to Morris High and got involved ina 
talent show there. As Lillian tells it, "I 
always used to admire other s singing 
talents. I never thought that I could sing 
and never thought I had a good voice. Then at 
Morris H.S,, someone talked me into entering 
the talent show for ‘Red Letter Day.' Everyone 
would dress up in red and white(school colors) 
outfits and there'd be signs and posters all 
over. I sang CAN'T HELP LOVIN' THAT MAN OF 
MINE. None of the kids in school were aware 
that I could sing. I remember them looking at 
me when I got on stage and saying, ‘What's she 
going to do?' I didn't win. I didn't even 
come close towinning. But after that, all 
the kids would come up to me and say ‘Hi Lilly, 
how you going?" 

One night at a party, she heard three guys 
singing in the hallway and went out to listen 
to them. The guys asked her if she would like 
to join them and since the four voices blended 
well together, she agreed. At this time, the 
group consisted of Norman “Polecat" Brown 
(bass), Harold Johnson (2nd tenor), Johnny 
"Tiny" Wilson (lst tenor) and naturally, Lil- 
lian. As Lillian tells it, "Harold said that 
pecause of the way our voices blended, we had 
a very mellow sound. Since there was already 
a group called The Mello-tones, we couldn't 
use the name and shortened it to "Mellows." 

Once they established that they were seri- 
ous about singing, they got together four or 
five times each week to rehearse and usually 
all day Saturday. Most of the songs that they 
rehearsed were written by Harold but there 
were some spirituals also. One song that they 
especially got a kick out of was a little 
thing called POON TANG. When the group did get 
to record, they wanted to cut this song but it 
was known way in advance that there would be 
absolutely no air play and so that idea was 
scratched. (Remember, this was 1954.) During 
this time, there were practically no female 
lead singers on records and The Mellows 
thought it would be a good idea for Lillian to 
sing lead (although each member was perfectly 
capable of taking the lead). 

Although no member of the group could read 
or write music, it was Harold who was talented 
enough to get his musical ideas across to the 
others. He had started this back in the days 
when he was with Dean Barlow and The Crickets. 
He had a natural gift for figuring out narmon- 
ies and was able to teach them verbally. He 
also wrote most of the songs that The Mellows 
recorded. 

Harold made it his business to go downtown 
(to Manhattan) where he set up auditions for 
The Mellows. This in itself was an oddity be- 
cause most groups just went around knocking on 
doors of record , trying to set up 
live auditions then and there. Unfortunately, 
the names of the companies that passed on The 
Mellows have long been forgotten. Harold then 
took them to his former recording company boss, 
Joe Davis (owner of Jay-Dee and Davis Records), 
who liked them and decided to sign them to his 
label. Lillian took the contract home for her 
mother to sign because she was still underage. 
Mrs. Leach was thrilled that Lillian was now a 
"professional," and from that point on, bought 
Lillian's clothes for her stage appearances. 
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Their first record was HOW SENTIMENTAL CAN 
I BE which did nothing saleswise. However, it 
did give The Mellows an opportunity to appear 
at the Club Baby Grand on 125th Street in Har- 
lem. At this time, the Baby Grand had a "disc 
jockey" in a booth who would interview artists 
and broadcast the interview, but only through- 
out the club. In between chatting with The 
Mellows, he would play tneir record. Lillian 
says, "It was exciting, almost like being on 
the radio," but nothing else came of it. Other 
than this appearance, the group was performing 
at talent shows at community centers and high 
schools. Unbelievable but true, the group 
never once came in first! 

With their second record though, their 
popularity suddenly grew. SMOKE FROM YOUR 
CIGARETTE was a New York hit, as any listener 
of Alan Freed's show can attest. Ironically, 
although the group posed fora photo with Alan, 
they never appeared on any of his live shows; 
nor did they ever appear at New York's Apollo 
Theatre. For a group with a New York hit, they 
did surprisingly few performances and those 
that they did, were “benefits.” "We were doing 
a benefit show in New Jersey with Ray Charles,” 
says Lillian,"before he pecame a big star. He 
was sitting at the piano and I was standing 
next to him. He had a Coca Cola bottle on top 
of the piano. I thougnt it was Coca Cola but 
it was alcohol. He kept taking swigs and 
playing and singing and I was just fascinated 
by him." 

Once, when they were scheduled to appear at 
a dance at a high school in New Jersey, Lil- 
lian went out and bought a dress for $75.00, 
and a pair of silver slippers (paid for by her 
mother). She then went to Joe Davis and asked 
him to give her the money for the dress and 
shoes. He refused, saying she shouldn't have 
bought anything but relented enough to give 
her $25.00 towards them. Another time, she 
went to Davis to ask for money and he gave her 
another $25.00 but those were the only times 
she remembers getting any money from the rec- 
ord company. 

Their third record, I STILL CARE, was 
written by Lillian. While they were recording, 
someone had seen some of her poetry and chal- 
lenged her to write a song. As Lillian says, 
“A song is nothing but a poem put to music,” 
and one night she sat up and wrote I STILL 
CARE. The next day, when Harold came over to 
her home, she said to him, "This is a song I 
wrote last night and this is how I want it to 
go." At which point, she sung the words for 
him and then hummed it until he was able to 
get the melody. When asked how she felt after 
recording one of her own compositions, Lillian 
replied, “Although I wrote I STILL CARE, I 
didn't feel any different about it than any 
other song we recorded. It was like a feeling 
of accomplishment to know that I did write a 
song; but I didn't really feel that I wanted 
to write any more songs after that." 

Lillian continues: “I found recording in a 
studio rascinating the first few times we did 
it because I didn't realize how they could 
take the group and have them sing. Then later, 
they'd bring the musicians in. I had always 
thought everyone recorded together. It depen- 
ded on whether the manager would pay the 
musicians or not. ‘That's why we later had a 
lot of acappella songs because we went into 
the studio and we recorded songs without music. 
They were supposed to put the music on later 


but they never did. The dubbing was fascinat- 
ing also because sometimes the band would be 
there and they wouldn't like the music. Like 
they wanted to take out something and they'd 
run over it again and take out or add parts. 
After the recording was finished, we used to 
go into the back and watch them make up the 
master tape." 

Although I STILL CARE and their fourth and 
last Jay-Dee recording, YESTERDAY'S MEMORIES 
were not big sellers, they have subsequently 
become collectors’ items. 

With avoice as sure and steady as Lillian's 
was, it was surprising to find out that she 
was “stage shy." While singing in front of 
friends or in the recording studios, she had 
no problems; however, in front of a strange 
audience, she used to have tremendous fears - 
fears that she was never able to overcome 
during all the years of her professional car- 
eer. As she tells it, "When I started singing 
with the group, the charity appearances were 
not bad because I could relate to the audience. 
They were high school or junior high school 
kids. I didn't really feel fear in front of 
them like I did a “normal" audience. They were 
strangers; but they weren't strange to me be- 
cause they were kids. I was a kid myself at 
that time but if I had to sing in front of 
adults, I'd freeze. The only way I could do 
it was like when we were at Hunts Point Palace, 
I sat at the bar gulping drinks. When I got a 
warm glow inside of me, I got the feeling of 


‘t don't care.‘ I had to take drinks before I 
went on the stage so that the fear wouldn't 
show in my voice. If I was afraid, my voice 


would tremble." 

Strange as it seems, John Wilson also had 
the same problem and this was one of the main 
reasons for the group splitting up. When the 
second Mellows' group was formed, ironically 
the two who carried over were John and Lillian. 
(See the Arthur Crier story elsewhere in this 
issue for the later Mellows' story.) 

Although Lillian doesn't remember too much 
about the Candlelight label, she does state, 
“It was a typographical error that my name was 
spelled “Lee.” 

After a few years of singing professionally, 
Lillian fell in love. Faced with the choice 
of becoming a good wife or remaining in show 
business, Lillian chose the former. She did 
not feel that she could do both. Twenty years 
later, she says that she has never for an in- 
stand regretted her choice. 

It has taken almost six years to locate 
Lillian but the wait was well worth it. We 
spoke on the phone a few times recently and 
she invited me to her home, She is an incred- 
ibly beautiful person who speaks of her vocal 
talent as if it were nothing. In fact, she 
had not heard any of her records in many years; 
and her son was not aware that she had done 
any recordings. As Lillian says, "The kids in 
my neighborhood used to tease me after I re- 
corded, saying things like ‘Hey kid, you're in 
the big time.’ I replied, 'I'm not making any 
money. I don't feel any different.' I never 
felt any different. In fact, I still have the 
same friends today that I had when I was in 
school." 

A love-filled marriage and a healthy happy 
son - these are the only things of importance 
to Lillian Leach whose all-too-short recording 
career with The Mellows has now faded into 
YESTERDAY'S MEMORIES. 


DISCOGRAPHY 
JAY-DEE 
793 HOW SENTIMENTAL CAN I BE/NOTHIN' TO DO 1954 
797 SMOKE FROM YOUR CIGARETTE/PRETTY BABY, WHAT'S YOUR NAME 1/55 
801 I STILL CARE/I WAS A FOOL TO LET YOU GO 1955 


807 YESTERDAY'S MEMORIES/LOVABLE LILLY 
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THE ARTHUR CRIER STORY 


By Marcia Vance and Marv Goldberg 


Based on interviews with Arthur Crier and Gary Morrison 


In terms of vocal groups, what Harlem was 
to Manhattan and Bed-Stuy was to Brooklyn, 
Morrisania was to the Bronx. During the 50's, 
one could walk the streets of Morrisania and 
find guys harmonizing on many street corners — 
groups such as The Chords, Crickets, Mellows, 
Cadillacs, Wrens, Carnations, Diamonds (Atlan- 
tic Records) and The Keynotes (not the Apollo 
group). With the words "let's start a group" 
half-jokingly said by Gene Redd Jr., yet 
another Morrisahia vocal group was born. 

John Murray (lst tenor, 2nd tenor and bari- 
tone), Gary Morrison (2nd tenor, baritone and 
bass) and Gene Redd Jr. (lead and baritone) 
were neighbors. Gary brought his friend, 
Arthur Crier (baritone and bass) into the 
group and The Gay Tones were in business. 
Unlike most other groups of that era, The Gay 
Tones had their own musical accompaniment with 
Rupert Branker on string bass and piano, and 
Al Cross on guitar. 

“We would rehearse from sun-up until we 
were just too tired to sing anymore and it was 
a labor of love," says Gary. "After a while, 
when our parents found out that we were ser- 
ious, we would take our little money and chip 
in to buy food, which was cooked by one of the 
mothers, usually Gene's. After eating, we'd 
go back and rehearse some more. At that time, 
everybody stood on corners and sang, looking 
for the approval of their peer group. I can 
remember when two or three of us would be 
walking through the neighborhood, harmonizing. 
Then we'd meet another guy who was also just 
walking along. He'd join us and then we'd 
sing on the street for two or three hours. In 
the beginning, I don't think anyone ever 
thought that we were going to be stars. We 
just enjoyed singing." 

Says Arthur, "You can't sing together for 
as long as we did - on an everyday kind of 
basis - and not get to where a guy takes a 
breath, you breathe with him. He takes a deep 
breath and you're right there with him. It 
got to a point where somebody would hear some- 
thing a little different after singing the 
same thing a thousand times - a minor inflec- 
tion in what he was singing and when it came 
time to do that part again, without one word 
being said, the entire group would sing that 
new little thing. It was just beautiful." 

Parties were the big thing in those days 
and many of the aforementioned groups would 
congregate and sing for each other - with mem- 
bers of one group often interchanging with 
others. "Everybody was easily able to do each 
other's material. In fact, for one recording 
session, The Crickets needed a man and someone 
at one of the parties filled in because he 
knew the song," says Gary. Practice sessions 
included many Christmas carols and what Arthur 
and Gary say was the original group version of 
OVER THE RAINBOW. "We once had a ‘Sing Out’ 
against The Wrens at Community Center 99,"says 
Arthur. "The bass of The Wrens challenged The 
Gay Tones and we told 'Satch,' the emcee to 
put them on right after us on the show. Our 
outfits consisted of army khakis with patch 
pockets and matching ties." Arthur, who had 
been wearing a suit, took off his jacket, 
pulled his shirt out of his pants and the 
group was outfitted and ready to go. “We stole 
the show," remembers Gary. “The Wrens came on 
right after us and couldn't get in tune. They 
kept stopping and from then on, they didn't 


like us: At that show we did GLORIA, knowing 
that it had been recorded years ago by The 
Mills Brothers." 

Buddy McRae (of The Chords) had a club on 
Jackson Avenue where the groups would always 
go to sing. The Key Tones, a local group that 
did not record, used to sing there and they 
used to tear the place apart. "They always 
wiped us out," says Arthur. "For two weeks we 
crammed rehearsals so as to be ready for the 
next sing and this time we had our thing to- 
gether. We were ready for them and blew them 
out. Not only did we blow them out but we 
stole their girls from them." The girls were 
then known as The Keyhearts and aft that 
night, they became known as The Gay Hearts. 
“Those girls, they really could sing." The 
Gay Hearts were Lily Mae, Renee and Baby. Word 
spread fast through other neighborhoais about 
the singing of the girls and they were always 
being asked to sing for other groups. One guy 
who really liked them was Richard Barrett (of 
The Valentines) who immortalized one of the 
girls with his song, LILY MAE BELLE. 

It was at this time that The Gay Tones 
first heard that the word "gay" meant a little 
more than having a good time and quickly set 
about changing the name of the group. They 
came up with the name "The Chimes" and it was 
ironic that when their record came out, they 
were listed as "The 5 Chimes." No explanation 
was ever given for this. 

Gene Redd Sr. was a saxophone player of 
some note - he had been with The Red Caps in 
the mid-50's and knew many people in the music 
industry. He took the group to Teddy Reig who 
owned Royal Roost Records with Jack Hook. The 
group was only together about two months be- 
fore they went into the studio to record. 
Although The Chimes would have preferred cut- 
ting GLORIA; they instead did DEAREST DARLING, 
a tune that Gene sang lead on, and one which 
the other members of the group did not partic~ 
ularly like. All of their songs were done at 
one session and it was unusual in that the 
charts were written rather than being the 
standard head arrangements which were common 
in those days. 

“One of our problems was that we were 
always told we were too good," says Gary. "The 
Hi-Lo's were our group. The kind of things 
that they did vocally were fantastic. They 
would do peal-offs and break into harmony two 
octaves above where they started. They really 
turned us on. We tri to incorporate a lot 
of their things in our singing. We always 
considered Rock and Roll to be Alan Freed's 
phrase, sort of like Billy Haley & The Comets. 
We didn't relate to that type of music and 
liked Rhythm and Blues. We were listening to 
The Orioles, Ravens and Swallows. We preferred 
The Mills Brothers over The Ink Spots because 
they had tighter harmony. I loved The Ravens- 
they were inventive, having their own sound, 
good harmony and the high tenor of Maithe 
Marshall. They had good solid harmony. The 
by-play between the bass and the high tenor 
was what I loved. They made beautiful changes." 

Their first gig was at The Rockland Palace 
with The Solitaires, Velvets, Diamonds (Atlan- 
tic group), Charlie Parker and Lester Young. 
Other appearances included The Hunts Point 
Palace, Audubon Ballroom and other New York 
spots. They also did the rounds of the ama- 
teur shows - P.S, 99, P.S. 120, etc. and had 
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the distinction of never having lost a talent 
show. 

After the recordings, John Murray died and 
was replaced by Bobby Spencer. The group went 
to see Jerry Blaine at Jubilee and were told 
that the label had too many groups. But after 
they sang OVER THE RAINBOW, Blaine went crazy 
and wanted them to come back the next day. 
Since Gary was seeing a girl in New Jersey and 
didn't have a car, he never made it to the 
studio and the group wasn't asked to come back 
again. Bobby Spencer was soon replaced b’ 
Jimmy Keyes (before he went to The Chords 
and finally by Champ Cook. The group stayed 
together for about two years after Murray died 
“but it wasn't the same feeling," says Arthur 
and in late 1955 they drifted apart. Gene went 
to The Fi-Tones and Arthur and Gary joined a 
group called The Hummers. 

The Hummers consisted of Buddy McRae (just 
out of The Chords), Bobby Spencer, Harold 
Johnson, Al Springer, Arthur Crier and Gary 
Morrison. "We did some real pretty things 
harmony-wise," say Gary. Harold had liked 
The Chimes' sound and had wanted to join them 
even while singing with The Crickets. Later 
on, after the first Mellows' group had disban- 
ded, Harold joined The Hummers. This group was 
started in one day. By a fluke, all six guys 
were sitting in Gary's kitchen one morning 
about 9 A.M. and as was the case with The 
Chimes, one of the guys said “let's start a 
group." Robert Spencer wrote a song on the 
spot called YOU ARE THE GIRL and the group 
started harmonizing. Within three hours, the 
guys had four songs down pat. Full of confi- 
dence, The Hummers went to audition for Apollo 
Records where they were told they were too 
good! 

Eventually the group recorded YOU ARE THE 
GIRL for Hy Weiss' Old Town label, but it was 
never released. This song was recorded at the 
same session that The Royaltones did CRAZY 
LOVE. 

The group broke up in 1956 when Arthur, 
Gary and Harold got together with Lillian 
Leach and first tenor John Wilson to become 
the second Mellows' group. 

This Mellows' group was managed by David 
Levitt who owned the Celeste label. “Levitt 
xeally loved the group and tried hard for The 
Mellows but unfortunately nothing much came of 
it. He was the type of guy who would take 
money out of his pocket and give it to us, If 
the group had made it, we would have gotten 
every penny we were entitled to. He was an 
honest guy," says Arthur. By 1957 they felt 
that although they liked Levitt, they'd never 
get anywhere with him so they switched manage- 
ment to Sammy Lowe and the late Otis Pollard, 
who had the Candlelight label. Here they 
backed up Carl Spencer (Bobby's brother), who 
was also managed by Pollard. One of their 
favorite songs was the beautiful WHEN THE 
LIGHTS GO ON AGAIN which they generally sang 
in the dark. One of the most unusual things 
they recorded was I'M GONNA PICK YOUR TEETH 
WITH AN ICE PICK. Gary had a thing for doing 
accents and was clowning around doing ICE PICK 
with a West Indian accent and they decided to 
record it. 

The Mellows did shows on the East Coast but 
Arthur still found time to make appearances 
with the New Cadillacs, Pearls and Chords. The 
Mellows broke up because Lillian was married 
and didn't want to travel any longer and 
Arthur and Harold were deep into songwriting. 

In 1960, Arthur Crier and Carl Spencer did 
their version of ALLEY OOP on the Edsel label, 
owned by Skip and Flip. Calling themselves 
The Prehistorics, they were touted by booking 
agent Paul Levert, as appearing in bearskins 
and carrying clubs. The duo was booked into 


the Club Paddock in Yonkers, New York but a 
hassle ensued when they found out how they 
were to be dressed. Subsequently, the Club 
Paddock became their only engagement. At any 
xate, according to Arthur, they bombed badly. 

Shortly after, Arthur formed another group 
called The Halos. The original group con- 
sisted of J. R. Bailey (lst tenor), Harold 
Johnson (2nd tenor), Al Cleveland (baritone) 
and Arthur Crier (bass). Cleveland was from 
Pittsburgh and was in New York trying to make 
it as a singer. As fate would have it, he had 
been having absolutely no luck and was stand- 
ing on Broadway waiting to catch a bus to go 
back home. Arthur and Carl Spencer had been 
doing some demo work and needed a third voice. 
As they left the Brill Building, they saw 
Cleveland and asked him if he could sing! 

This Halo's group recorded NAG. The flip, 
COPY CAT, was actually a previously-recorded 
duet between Arthur and Carl, which had been 
done for Morty Craft. J.R. Bailey decided that 
he didn't want to travel and was replaced by 
Phil Johnson, former lead of The Duvals on 
Kelit and Club. The Halos, besides doing their 
own material became a very prolific back-up 
group, interchanging members from session to 
session - the group often included Carl Spen- 
cer, Bobby Spencer, J.R. Bailey and Gary 
Morrison. Some of their background work in- 
cluded Curtis Lee (PRETTY LITTLE ANGEL EYES - 
Carl doing bass lines), Barry Mann (WHO PUT 
THE BOMP), Ben E. King (DON'T PLAY THAT SONG), 
Connie Francis, Tommy Hunt, Bobby Vinton, 
Coasters, Brian Hyland, Johnny Nash, Dion, 
Little Eva, Gene Pitney, Shirley and Lee, 
Johnny Mathis, and many others too numerous to 
mention. 

While The Halos were riding on the charts 
with NAG, Morty Craft decided to release two 
sides that the group had cut at the same ses— 
sion, L-O-V-E/HEARTBREAKING WORLD (7 Arts 
708). However, since the group already had a 
record going for them, Craft decided to use 
the name Craftys. Man for man, The Craftys 
were The Halos. 

In 1961, Arthur Crier's sister, Shirley, 
was part of a group called The Rosettes. The 
other two members were Diane Christian and 
Gail Noble. They recorded one record for the 
Herald label - YOU BROKE MY HEART/IT MUST BE 
LOVE (562). The record was produced by Arthur. 

Morrisania may be a small community but in 
terms of pure talent, it certainly must rate 
right up there with any other area. Although 
many groups of Morrisania may not be household 
words, some of the songs that the various 
members of these groups wrote will last for a 
long time. 

Carl Spencer who also recorded as a solo 
artist also wrote LET THE LITTLE GIRL DANCE 
for Billy Bland. J.R. Bailey was in The New 
Yorkers Five (GLORIA MY DARLING on Danice) 
after being in The Crickets and prior to his 
joining The Cadillacs, later went on to become 
One of the foremost background singers in the 
music industry. His was the lead voice heara 
on RAINY DAY BELLS by The Globetrotters 
(Kirshner). For the past few years he has 
made a name for himself as a solo performer 
and top notch producer (EVERYBODY PLAYS THE 
FOOL by The Main Ingredient). Buddy McRae 
after leaving The Chords went on to become a 
producer/songwriter. Al Cleveland, who luckily 
never made it back to Pittsburgh is also still 
in the music industry. or five years he was 
associated with Motown Records where he co- 
produced The Miracles with Smokey Robinson. He 
has written tunes for motion pictures and has 
been nominated for the Grammy award on a few 
occasions. Arthur Crier has had a career in 
every facet of the music industry - producing, 
writing, performing and arranging. At the 


present time, he is working with recent rehearsal and predict 


a group called Split Image. This only good things for Split Image. 
group combines the old with the At press time, Arthur informed 
new sound and is dynamite. We us that the newest member of 
were privileged to sit in ata the group is Harold Johnson. 

5_ CHIMES 
ROYAL ROOST 
577. A FOOL WAS I/DEAREST DARLING 1953 
BETTA 
2011 ROSEMARIE/NEVER LOVE ANOTHER 1953 


(ALL LEADS BY GENE REDD, JR.) 
THE MELLOWS (SECOND GROUP) 


CELESTE 

3002 LUCKY GUY (HJ) /MY DARLING (LL) 7/56 
3004 I'M YOURS (HJ)/SWEET LORRAINE (JW) 1956 
CANDLELIGHT 

1011 YOU'VE GONE(LL/HJ)/MOON OF SILVER (LL) 1956 
1012 FAREWELL, FAREWELL, FAREWELL (CS)/NO MORE LONELINESS (CS) 1956 


UNRELEASED: I CALL TO YOU (ALL) 
AIN'T SHE GOT NERVE (HJ) 
I'M GONNA PICK YOUR TEETH WITH AN ICEPICK(GM) 
WHEN THE LIGHTS GO ON AGAIN (LL) 
LEADS: LL=LILLIAN LEACH; HJ=HAROLD JOHNSON; JW=JOHN WILSON; 
GM=GARY MORRISON; CS=BACKUP TO CARL SPENCER 


THE HALOS 
7_ARTS 
709 NAG (ALL)/COPY CAT(ARTHUR CRIER & CARL SPENCER) 1961 
720 COME ON(AC)/WHAT'D I SAY(PJ) 1961 
TRANS-ATLAS 
690 MEAN OLD WORLD (JRB)/VILLAGE OF LOVE 1962 
WARWICK LP 


2046 "THE HALOS" - NAG, COPY CAT, WHAT'D I SAY, COME ON, MEAN OLD 
WORLD, YOUR PRECIOUS LOVE (CLEVE), BIRD DOG (ALL), I WENT TO 
A PARTY(CLEVE), IF I HAD KNOWN(JRB), DOWN THE ROAD (HJ), OH 
WHAT A NIGHT (HJ), CRAZY BELLS (HJ) 
LEADS: AC=ARTHUR CRIER; PJ=PHIL JOHNSON, JRB=J.R. BAILEY; 
HJ=HAROLD JOHNSON, CLEVE=AL CLEVELAND 
(ERNIE & HALOS ON GUYDEN AND HALOS ON CONGRESS WERE DIFFERENT GROUPS) 


THE CRAFTYS 
ZARTS 
708 L-O-V-E/HEARTBREAKING WORLD 1961 
ELMOR 
310 I WENT TO A PARTY/ZOOM ZOOM ZOOM 1962 
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the DoRe Mi trio 


The close of the Second World War saw the 
recording industry eagerly planning for 
expansion. Traditional recording studio 
locations in New York and Chicago were being 
augmented by the opening of West Coast studios, 
as the California coast came alive with new 
independent labels. In the fall of 1945, for 
instance, the Jack Gutshall Distributing Com- 
pany took out a full-page Billboard ad to 
announce that they were already handling the 
product of Exclusive, Excelsior, Preview, Juke 
Box (the forerunner of Specialty), Alvin, 
Rhythm, Modern, Gilt Edge, Melodisc, and other 
fledgling Western “indies.” ‘The reasons for 
this rapid development are varied: depression 
conditions had been eased, and large-scale 
investment was feasible again; and equally 
important was the role of Hollywood as 
America's movie capital, which brought enter- 
tainers out West in droves. 

Musical styles after the war were changing 
too. Drawing heavily from big band and swing- 
styled arrangements, and similar in overall 
sound to the 30's black groups such as The 
Three Keys, vocal/instrumental combos were 
prevalent at this time. The Nat "King" Cole 
Trio was setting the trend for others to 
follow, and was certainly the unit most 
popular with white as well as black audiences. 
In addition to occasional harmony or at least 
a lead vocal, such units might feature piano, 
bass, and perhaps drums; but the electric 
guitar was usually spotlighted. Charlie 
Christian had been one of the pioneers when he 
played an electrically amplified guitar in 
jazz recordings at the beginning of the decade, 
and scant years later, most quitarists had 
abandoned the acoustic instrument for the new 
one. 

These groups found audiences in supper 
clubs and nightspots along the California 
coast, in San Francisco, Los Angeles, San 
Diego, Hollywood and Oakland. Johnny Moore, 
for example, hailed from Phoenix and he and 
his Three Blazers played Western towns almost 
exclusively until the late 40's. In addition, 
many black musicians made the migration to 
California seeking opportunities which were so 
elusive in the East. 

Al Russell was one such individual. He'd 
started out on piano in the eighth grade, and 
following his graduation from high school, he 
did radio shows on WCOS in his home town of 
Columbia, South Carolina. It was here that he 
met Joel Cowan, a guitarist, and the two of 
them played together in a band. In 1942, they 
met William Joseph, a/k/a/ “Doc Basso," in 
Chicago. Russell and Cowan, both tenors, 
teamed up with Basso (who predictably sang and 
played bass). The Al "Stomp" Russell Trio was 
born. This unit played gigs over the next 
four years in the California area, and cut 
discs mainly for Leon Rene's Excelsior label, 
based in Los Angeles. Their work also appeared 
on Queen, DeLuxe, and Ivin Ballen's 20th Cen- 
tury firm in Philadelphia. Like virtually 
every other black entertainment act of the 
period, however, the trio's live appearances 
were the primary source of income and recor- 
dings were secondary. 

Doc Basso left in late 1946 and was 
replaced by Joe Davis, who also sang bass and 
played bass. This new trio wanted a new name, 
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By Rick Whitesell & Marv Goldberg 
Based on interviews with Al Russell, Buddy 
Hawkins and Al Moore 


so manager Al Gallico from Leeds Music put a 
hundred po; bilities into a hat. “The Do Re 
Mi Trio" was the monicker chosen. Throughout 
the group's ensuing career, this name was to 
be spelled in every conceivable manner. 

The Russell-Cowan-Davis aggregation recorded 
only for the Decca subsidiary label,Commodore, 
which was tended to by Decca A&R man Milt 
Gabler. He recorded the Trio at the end of 
1947 and at the beginning of the second AFM 
recording ban, organized by union leader James 
C. Petrillo, At that time, the strike was not 
being strictly enforced; however, the AFM then 
took ads out in the trade publications threat- 
ening suspension for any further violations of 
the ban. Thus, as WRAPPED UP INA DREAM 
(Commodore 7505) was becoming The Do Re Mi 
Trio's first and biggest hit ever, they were 
obliged to refuse to record any new sides for 
Gabler while the strike continued. The success 
of the tune, written by The Four Tunes' Pat 
Best and subsequently covered by The Four 
Knights on Coral, surprised the members of the 
Trio, who had spent little time arranging the 
side before recording it. 

Joe Davis left after about six months, 
because he did not want to go through the 
ordeal entailed by traveling from gig to giq. 
He was replaced on bass by Curtis Wilder. 
Since Wilder sang tenor, though, the trio 
became an all-tenor vocal group. Their next 
recordings appeared on the Ivory label, which 
they owned. ONLY ONE DREAM (Ivory 750) is a 
fine example of their style. Al Russell's 
lead vocal was supported by mellow instrumen- 
tation and even mellower “blow" harmonies from 
Cowan and Wilder. Yet, they were able to put 
out a frenetic instrumental backing for Harold 
Conner on I'LL GET YOU WHEN THE BRIDGE IS DOWN 
(Ivory 752), which isa straight blues jump 
tune. 

Guitarist Cowan, who had also penned many 
of the Do Re Mi Trio's numbers, left in 1950 
to go with Camille Howard. The trio disbanded 
at this point. A year later, though, Al 
Russell met Alton "Buddy" Hawkins in a Phila- 
delphia nightclub they were both appearing at. 
Hawkins had been singing in groups since he'd 
been thirteen, and had sung professionally 
with The Keynote: which was a progressive 
harmony quartet which had appeared with Count 
Basie on occasion. Russell and Hawkins sang 
together as a duo for a few months. 

Al Moore joined them in July 1951, and The 
Do Re Mi Trio was reborn. Moore had received 
keyboard training when he was eight, but then 
turned his attentions to vibes and bass. After 
organizing and playing in small bands in Phil- 
adelphia and New Jersey, he joined Louis 
Armstrong's band during the war. After this 
stint, he joined The Do Re Mi Trio. After a 
few months together, the new group cut some 
sides for Columbia and its Okeh subsidiary, 
and then went on to numerous other labels 
including Variety and Reet, which they owned. 
Al Russell contributed to the Rock and Roll 
revolution by writing A.B.C. BOOGIE for Bill 
Haley and His Comets (Decca 29204), which was 
one of the early tunes to penetrate the pop 
charts. Around 1960, the trio put out at least 
one single and an album on the Stereocraft 
label. The Seeberg Juke Box Company financed 
the venture, which was an early experiment 


(CA 1951): 
MOORE, BUDDY HAWKINS 


THE AL RUSSELL TRIO (CA 1943) 
(WITH NAT "KING" COLE) : 
JOEL COWAN, KING COLE, WILLIAM 

JOSEPH, AL RUSSELL 


THE DO-RAY-MI's (CA 1964): 
THE DO RE ME TRIO (1954): AL MOORE, BUDDY HAWKINS, AL RUSSELL 
AL MOORE,AL RUSSELL, BUDDY HAWKINS 
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with stereophonic sound. Oddly, the LP was and drums), and Al Moore (bass). They do enjoy 


monaural (although the liner notes tout the a reputation as a professional/vocal/instrumen- 
fact that the disc was "made from a genuine tal act well-suited for engagements in the 
true stereophonic master” and promised super- quality supper clubs and nightspots. They 
ior sound quality as a result,); the 45 RPM played the Birdland in Florida and Las Vegas' 
single was in stereo, though, and was probably Fremont Hotel in 1956, did a six-month 
used to test the practicality of stereo engagement with Harry James at The Flamingo in 
singles for juke box consumption. With a Vegas in 1959, and are still playing gigs 
sound which was clean and uncluttered, The Do today. Their importance in the history of 
Re Mi Trio was apparently viewed as ideal for black vocal groups lies in the fact that they 
stereophonic separation in recording. are one of the more successful vocal-instru- 

After over twenty-five years of singing mental combos, and The Do Re Mi Trio's sound 
together, there have been no hit records for emanates from just three individuals. And they 
The Do Re Mi Trio's present roster, consisting were performing as a unit long before any 
of Al Russell (piano), Buddy Hawkins (vocals progressive rock combo went on tours 


DO RE MI ‘TRIO 
COMMODORE (DO RAY AND MB) 


7504 THERE'S A MAN AT THE DOOR(JC/AR) ( ) /DERESA (AR) ( ) 12/47 
7505 WRAPPED UP IN A DREAM (AR) (4915)/THE WISE OLD MAN (AR) (4916) 12/47 
7549 HOW CAN I SMILE? (AR) ( )/YOU CAN'T LOVE TWO (AR) ( ) 1948 
7550 CABARET (AR) (4919)/DARLING YOU MAKE IT SO (AR) (4920) 1948 
IVORY (DO RAY ME TRIO) 
750 TELL ME YOU LOVE ME (CW) (DV101)/ONLY ONE DREAM(AR) (DV102) 1949 
752 I DONE NO WRONG (W/HAROLD CONNER) (DV111)/I'LL GET YOU WHEN THE BRIDGE IS DOWN (W/HC) 
754 RHUMBA BLUES (AR) (DV109)/I COULDN'T HELP IT (AR) (DV110) (pv112=1) 
COLUMBIA (AL RUSSELL & DO-RE-ME TRIO) 
39385 NO MORE DREAMS (BH) (CO45751)/I WANT TO BE WITH YOU ALWAYS (C045754) 7/51 
OKEH Mice RUSSELL & DO-RE-ME TRIO) 
6806 MAY THAT DAY NEVER COME (AR) (CO45752)/HOW CAN YOU SAY YOU LOVE ME (AR) (CO45753) 1/51 
6831 I COULDN'T HELP IT (AR) (CO46840)/I'LL BE WAITING (AR) (CO46842) 10/51 
6845 I LOVE EACH MOVE YOU MAKE (AR) (C046839)/I DON'T WANT TO BE ALONE FOR CHRISTMAS (AR) 
(C046841)11/51 
PRINCE (DO RE MI TRIO) 
I'M USED TO YOU(BH/AM) (1001A)/SHE WOULD NOT YIELD (AR) (10018) 1952 
Eronceice (DO RE ME TRIO) 
80218 I'LL NEVER STOP BEING YOURS (AR) (84163)/I'M ONLY HUMAN (BH) (84165) 4/53 
VARIETY (DO RE MI TRIO) (VARIETY IS A COLUMBIA SUBSIDIARY) 
1001 HOLDING HANDS (BH) (R1001A)/TELL ME YOU LOVE ME(BH) (R10018) 1953 
1002 OO-WEE (ALL) (R1002A)/I'M USED TO YOU(BH/AR) (R1002B) 
CORAL (DO RE ME TRIO) 
61184 I'LL NEVER FAIL YOU(BH) ( )/I DON'T WANT TO SET THE WORLD ON FIRE (BH) ( ) 1954 
REET (DO Pay ME TRIO) 
101 HOLDING HANDS ( )/I “D* DOUBLE DARE you ( ) 
CARLTON (BUDDY HAWKINS & DO RE ME TRIO) 
460 THAT'S THE WAY LIFE GOES (BH)/HOW T LOVE MY BABY(BH) 4/58 
STERE-O-CRAFT (DO-RAY-MI TRIO) 
112 ON A SLOW BOAT TO CHINA(A)/SATURDAY NIGHT FISH FRY (B) 1959 
STERE-O-CRAFT RPM LP 


RCS 508 “THE DO-RAY-MI TRIO": ON A SLOW BOAT TO CHINA, SATURDAY NIGHT FISH FRY, I MAY BE WRONG, 
OLD MAN RIVER, MY LUCKY DAY, ROUTE 66, LITTLE GIRL, BLUE SKIES, I CAN'T GET YOU OFF MY 
MIND, BY CANDLELIGHT, OO-WEE, THERE'S ONLY ONE DREAM 1960 
OTHER RELEASES BY THE DO RE MI TRIO EXIST, BUT DETAILS ARE EITHER SKETCHY OR NON-EXISTENT. HERE 
IS A LIST OF ALL KNOWN "AL 'STOMP' RUSSELL TRIO” DISCS, FROM THE MID-1940'S: 


EXCELSIOR 
136 FLA-GA-LA-PA (W/TIMMIE ROGERS QTTE,, LUCKY THOMPSON & JOHNNY OTIS)/DROP ANOTHER NICKEL 
IN THE JUKE BOX 
174 CEMENT MIXER/I MUST FORGET ABOUT YOU 
175 WHAT KIND OF LOVE IS THAT?/ 
176 CYNTHIA/MELLOW JELLY BLUES 
180 DIG, MISTER K. KAY KAY/MORE THAN YOU KNOW 
DE LUXE 
5002 SHY ANN/DOWN THE ROAD APIECE 
QUEEN 
4162 HOLIDAY BLUES/WORLD WAR II BLUES 1947 


LEADS: AR=AL RUSSELL; JC=JOEL COWAN; CW=CURTIS WILDER; 
BH=BUDDY HAWKINS; AM=AL MOORE 
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TIRED OF BEING IN THE DARK AND LIVING LIKE A MUSHROOM ?? 
WELL, STEP OUT INTO THE LIGHT AND BE IN THE KNOW WITH YOUR COPY 
OF: 


DISCO-FILE™ 


THE DISCOGRAPHICAL CATALOG OF AMERICAN 
ROCK & ROLL AND RHYTHM & BLUES 


ISBN 0-960109-1-3 
VOCAL GROUPS - SECOND EDITION 
1902 -- 1976 


THAT'S RIGHT!! 75 YEARS OF RACE, RHYTHM & BLUES, ROCK & ROLL, 
AND SOUL VOCAL HARMONY GROUPS. 


*RECORD NUMBERS *BOOTLEG AND PIRATE RELEASES 
*TITLES (MORE THAN 31,000) *UNISSUED RECORDINGS (MORE 
THAN 2,000) 


*MASTER NUMBERS 
*SESSION DATES 
*RELEASE DATES 


*BILLBOARD CHART INFORMATION 
*PURCHASE INFORMATION 
*NOTES 

*OVER 3,000 ARTISTS 


SOME OF THE ARTISTS INCLUDE: 


JAY & THE AMERICANS GOLDEN GATE QUARTET NORFOLK JAZZ QT. 
BEACH BOYS INK SPOTS SPINNERS 

CATS N JAMMER THREE JIVE FIVE SUPREMES 
CLEFTONES GLADYS KNIGHT & THE PIPS TOKENS 
DINWIDDIE QUARTET MILLS BROTHERS ZODIACS 


THIS SECOND AND COMPLETELY REVISED EDITION IS THE RESULT OF FOUR 
YEARS OF EXTENSIVE RESEARCH. THE FILES OF MANY RECORD COMPANIES 
AND RETAIL STORES WERE SCANNED TO PROVIDE YOU WITH THE BEST IN- 
FORMATION POSSIBLE. 


ee oe FERNANDO L. GONZALEZ NOW ONLY 
MONEY ORDER P. O. BOX 1812 
cee pokes FLUSHING, NEW YORK 11352 $19.50! 


TCHE KALENTINESS 


By Marv Goldberg and Rick Whitesell 
Based on interviews with Ronnie Bright conducted by Marv Goldberg 


To an 
music is 
terms: 


extent, contemporary 
divided in regional 
The Eagles and Linda Ron- 
stadt are thought of as West 
Coast artists, while Bruce 
Springsteen's music evokes images 
of New York City and therefore 
sells best in the metropolitan 
areas. During the 50's, however, 
when Rhythm and Blues and Rock 
and Roll music was being recorded 
across the nation, geography 
played an even greater role. A 
vocal group might be a huge suc- 
cess on the West Coast, but be 
virtually unknown on the Eastern 
seaboard - and vice-versa. The 
Valentines are exemplary of this: 
although they never made it big 
on a national scale, they were 
one of the most highly regarded 


R&B vocal groups on the East 
Coast, 

About a mile north of the 
Harlem street corners where The 


Five Crowns, Harptones, and Five 
Willows had first harmonized,The 
Valentines' story began around 
15lst Street and Amsterdam Aven- 
ue. At first, a number of 
different names were used (for 
example, The Mistletoes) but the 
quartet usually sang as The 
Dreamers. Raymond "Pop" Briggs 
(lst tenor), Carl Hogan (2nd 
tenor) ,Mickey Francis (baritone), 
and Ronnie Bright (bass) were 
the members of this group at the 
beginning. They acquired lead 
singer Richard Barrett of Phila- 
delphia when they met ata party: 
Barrett liked what he heard, and 
the group in turn thought that 
Barrett "knew his way around.” 


Now a quintet, a new name was 
found in the title of Mickey 
Francis' favorite song: a Tito 


Puente hit called MY FUNNY VAL- 
ENTINE. 

Raoul Cita, the accompanist 
for The Harp-tones, was a friend 
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of The Valentines. He arranged 
for a meeting between the new 
group and Monte Bruce, owner of 
the Bruce label which had re- 
leased The Harp-tones' huge hit, 
SUNDAY KIND OF LOVE. The year 
was 1954. 

“A demo was done for Bruce of 
SUMMER LOVE (a version featuring 
more predominant group harmony 
than the later Old Town release) 
backed with FOR YOU. Although 
the two sides were never released 
commercially to the public, DJ 
Willie Bryant played the record 
for about a month over a radio 
show done from his club on 125th 
Street. At no time did The Val- 
entines have a contract with 
Bruce,so when they grew restless 
of having no more than a demo 
disc to their credit, they res- 
ponded to a more promising offer 
made by Hy Weiss of Old Town 
Records. With Donald Razor re- 
placing Hogan for the session, 
the group re-cut SUMMER LOVE and 
did a fine ballad entitled 
TONIGHT KATHLEEN. Unfortunately, 
the record went nowhere. With 
Carl Hogan back again, The Val- 
entines made some appearances. 

Their next foray into a 
recording studio, with Eddie 
Edgehill replacing the sporadic 
Carl Hogan, produced sides for 
George Goldner's Rama label. 
They clicked with their first 
release, a pulsating jump tune 
entitled LILY MAEBELLE. This 
recording was sparked by Jimmy 
Wright's energetic sax break, 
which trademarked many discs on 
Goldner's labels, Rama and Gee. 
The other big Valentines' hit 
for Rama was THE WOO WOO TRAIN; 
this uptempo number was composed 
by the group and arranged by 
Jimmy Wright in fifteen minutes' 
time spent in the men's room of 
the recording studio. In this 


THE DREAMERS (1952): 
CARL HOGAN, RAYMOND BRIGGS, MICKEY 
FRANCIS, RONNIE BRIGHT 


THE VALENTINES (1954): 
(TOP) RONNIE BRIGHT, RICHARD BARRETT 
RAYMOND BRIGGS 
(BOT) MICKEY FRANCIS, DONALD RAZOR 


Qn 
; J» 


THE VALENTINES (1955): 
(TOP) MICKEY FRANCIS, RICHARD BARRETT, 
EDDIE EDGEHILL 
(BOT) RAYMOND BRIGGS, RONNIE BRIGHT 
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context, it is hardly surprising 
that the song seems so raw and 
spontaneous. Rama had been pre- 
pared to push the ballad flip, 
WHY, but the fans had other 
plans as to which side they 
preferred. 

One enjoyable benefit of 
having a couple of hit record- 
ings was a busy appearance 
schedule. The Valentines were 
booked into Alan Freed's shows 
at the Brooklyn Paramount and 
the Academy of Music (now known 
as the Palladium), as well as 
appearances with Dr. Jive,Jocko, 
and Hal Jackson at the Apollo. 
Gigs were also done at the Royal 
and Howard Theatres, but without 
exception, their touring was 
confined to the East Coast. 

More than a good sound was re- 
quired when performing, and The 
Valentines were fortunate in 
that Richard Barrett had a good 
eye for picking up dance steps. 
Borrowing heavily from The Cad- 
illacs and Solitaires, The 
Valentines worked up a dynamic 
stage routine. Their suits were 
adorned with hearts cut out of 
red oilcloth, which became the 
group's trademark. 

In the Rama studios, The 
Valentines were turning out 
exceptional ballads such as 
NATURE'S CREATION, TWENTY MIN- 
UTES (BEFORE THE HOUR) and DON'T 
SAY GOODNIGHT, but to little 
commercial avail. The story of 
The Valentines being the group 
on The Wrens' C'EST LA VIE is 
partially true. Actually, The 
Valentines were there to record 


HAND ME DOWN LOVE and George 
Goldner suggested that they sing 
with The Wrens. There are thus 
nine voices on C'EST LA VIE. 

At the group's final session, 
Carl Hogan returned to replace 
Eddie Edgehill and David "Baby 
Cortez" Clowney took Raymond 
Briggs' place. Disillusionment 
with what the group considered 
to be dismal promotion on the 
part of the Rama label caused 
the break-up of The Valentines, 
in early 1957. Richard Barrett 
turned to managing The Teenagers 
and Chantels, and currently 
manages The Three Degrees. Carl 
Hogan went on to sing with The 
Miracles on Fury. Ronnie Bright 
sang with The Cadillacs for a 
while, and then became a studio 
vocalist. He was Johnny Cymbal's 
MR. BASS MAN on the early 60's 
smash of the same name. He then 
sang for The Deep River Boys and 
has been with Carl Gardner's 
Coasters for the past several 
years. 

The Valentines were one of 
the classic 50's vocal harmony 
groups: although they lacked the 
musical sophistication of earlier 
acts like The Mills Brothers,and 
recent harmonizers such as The 
Persuasions, their music was vi- 
brantly energetic and therefore 
suited to the era when America's 
youth assumed control of the 
directions taken within the 
industry. The very spontaneity 
of recordings such as TWENTY 
MINUTES is what makes them en- 
joyable even today, twenty years 
laterm 


VALENTINES DISCOGRAPHY 


BRUCE 
UNRELEASED SUMMER LOVE/FOR YOU 1954 

OLD TOWN 

1009 TONIGHT KATHLEEN/SUMMER LOVE 12/54 
RAMA 

171 LILY MAEBELLE/FALLING FOR YOU 1955 
181 I LOVE YOU DARLING/HAND ME DOWN LOVE 1955 
186 A CHRISTMAS PRAYER/KISS ME 11/55 
196 THE WOO WOO TRAIN/WHY 1956 
201 20 MINUTES BEFORE THE HOUR/I'LL NEVER LET YOU GO 1956 
208 MY STORY OF LOVE/NATURE'S CREATION 1956 
228 DON'T SAY GOODNIGHT/I CRIED OH OH 1957 
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the 
BOBBY HENDRICKS 


By Marv Goldberg 
story and Mike Redmond 
The Rhythm and Blues vocal 
group of the early to mid-1950's 
provided a superb training 
ground for many artists who went 
out on their own in the later 
1950's to gain fame as solo acts. 
The degree of success varied 
substantially from the consis- 
tent hit record activity of 
Clyde McPhatter, Jackie Wilson, 
and Ben E. King, to the relative 
obscurity of the solo careers of 
Gene Mumford and Alan Bunn (from 
The Larks) and Jimmy Ricks. 

Other noted single artists 
who emerged from groups were: 
Dee Clark, Jimmy Jones, Bobby 
Freeman, "Big" Dee Erwin and 
Wade Flemons; of course, the 
hit-producing Sam Cooke came out 
of The Soul Stirrers - a gospel 
group. 

Another singer who obtained 
his early training in groups was 
Bobby Hendricks - who appeared, 
or recorded with several groups 
and then- went out as a single 
(although most of his subsequent 
records had a group or chorus 
behind him). In the fifteen 
years of his professional career 
Bobby was associated with four 
groups and had one smash-hit 
record which contained yet an- 
other group. But, as it devel- 
oped, he only found real 
satisfaction with one of them, 

In his youth, Bobby had done 
some choir singing (which, he 
asserts was not .-the same as 
Southern gospel singing) and by 
the time he was 16, had joined a 
group from Columbus, Ohio called 
The Crowns. They toured Ohio and 
Indiana, but made no recordings. 
In 1956 they got as far as Bal- 
timore, where Bobby met Eddie 
Rich of The Swallows. 

The Swallows had been one of 
the biggest names in R&B once, 


but now were only shadows of 4g 


their former selves. Bobby was 
persuaded to join them, to re- 
place a recently departed Irving 
Turner. The group was then a 
sextet consisting of Bobby,Eddie 
Earl Hurley, Dee Ernie Bailey, 
Money Johnson and Buddy Crawford. 
The group's manager was George 
Carr. 

This group wasn't going any- 
where and in the couple of 
months Bobby was a member they 
only had four or five engage- 
ments. During a _ lull between 
gigs, Bill Pinckney, who had 
just been fired from The 
Drifters, came to Baltimore 
looking for the makings of a 
new group. He recruited Bobby 
and Dee from The Swallows and 
got a local character, Billy 
Kennedy as the fourth member. 
Billy couldn't sing too well,but 
he was very good looking ("He 
looked like what every good 
singer wished he could look 
like") and was a man-about-town 


with contacts for bookings. He 
knew all the girls and all the 
angles. 


This new group, The Flyers, 
did. a lot of little shows in 
Baltimore, The Carolinas, Vir- 
ginia and New York (Brooklyn's 
Baby Grand). They also did one 
session for Atco(MY ONLY DESIRE). 
The group was together for about 
a year. 

When Pinckney had been fired 
from The Drifters, Tommy Evans 
had been hired in his place. Now 
they were having trouble with 
Tommy and Bill was called back. 
This broke up The Flyers and 
Bobby went home to Detroit to 
study cosmetology. 

A couple of months later, 
Bobby got a frantic call from 
Bill. Drifters' lead Johnny 
Moore had just gotten his draft 
notice and a new lead singer was 
needed. This was the dream of a 
lifetime to Bobby. Clyde Mc- 
Phatter and The Drifters had a 
profound influence on his career 
and now he was presented with an 
opportunity to join that very 
group. 


One problem that had plagued 
The Drifters for a long time,was 
that Bill Pinckney, the road 
manager, knew how much the group 
actually made and was always 
fighting for more money. This 
got him fired once, and now it 
got him fired again (with Tommy 
Evans returning). Baritone 
"Carnation" Charlie Hughes 
followed Johnny Moore into the 
army and was replaced by Jimmy 
Millender. Guitarist Jimmy 
Oliver, who had been a backbone 
of the group along with Pinckney 
also quit. This left tenor 
Gerhart Thrasher, who had been 
with Clyde, as the senior member 
of the group. Too many person- 
nel changes had taken place too 
quickly and The Drifters were 
stranded without a direction. 
They did only one session for 
Atlantic in April, 1958 (DRIP 
DROP, SUDDENLY THERE'S A VALLEY, 
and MOONLIGHT BAY - “if Jimmy 
Oliver had still been with us, 
we never would have done MOON- 
LIGHT BAY") and then broke up. 
Bobby then joined up with Jimmy 
Oliver at Juggy Murray's Sue 
label. 

As a favor to George Tread- 
well, just a few weeks later, 
Bobby and Jimmy re-joined The 
Drifters for a Dr. Jive Show at 
The Apollo, towards the end of 
May. The week closed with one 
of the group cursing out Dr. 
Jive and Frank Schiffman, owner 
of The Apollo Theater. This 
represented the final straw for 
Treadwell, who fired them and 
hired another group on the bill, 
The Crowns, who then became the 
new Drifters. 

Bobby Hendricks' initial re- 
cording for the Sue label, ITCHY 
TWITCHY FEELING, was a smash hit 
in the summer of 1958. It hit 
the Billboard charts on August 
10th, remained for fourteen 
weeks, and reached number 25. 
The song was written by Jimmy 
Oliver, who also wrote several 
of Bobby's later songs, and was 
backed by the Jimmy Oliver 
Orchestra. 
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little moonlighting to back up 
both sides. As most collectors 
know today, the flip side, A 
THOUSAND DREAMS was an excellent 
ballad. The third record on Sue, 
IT'S MISERY (see discography) 
was another superb ballad with 
strong group support. Bobby 
also had The Miller Sisters 
backing him up on Sue (who, in 
addition to having about a dozen 
records of their own, did a 
great deal of studio back-up 
work). 

The success. of ITCHY TWITCHY 
FEELING should have signaled the 
starting point of a rewarding 
career for Bobby Hendricks, but, 
unfortunately, follow-up recor- 
dings never realized their 
potential; although Bobby did 
hit the charts again in 1960 
with a record called PSYCHO. 
From an artistic standpoint, 
however, the Sue recordings were 
excellent later 1950's offerings. 

Juggy Murray was not only the 
Owner of the Sue label, but also 
Bobby's manager; not a good com- 
bination in terms of the time 
Murray could devote to Bobby's 
career. He left Sue to subse- 
quently record for Mercury 
(which was very good with royal- 
ties) and MGM, but never again 
made it to the top. 

Around 1964 Bobby re-joined 
Bill Pinckney in the Original 
Drifters. This, he says, was 
the best part of his career, 
which he attributes in large 
part, to Bill. The Original 
Drifters appeared all over the 
U.S. as well as Japan, England, 
France and Germany. 

Since 1970, Bobby has been 
living in Miami. As much as 
Clyde McPhatter inspired him to 
succeed, he hopes he's inspired 
some other singer somewhere 
along the ways 


PARTIAL BOBBY HENDRICKS DISCOGRAPHY 
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ATCO (THE FLYERS) 

6088 MY ONLY DESIRE/ON BENDED KNEE 5/57 
ATLANTIC (THE DRIFTERS) 

1187 DRIP DROP/MOONLIGHT BAY 5/58 

2087 SUDDENLY THERE'S A VALLEY 12/60 
SUE 

706 A THOUSAND DREAMS/ITCHY TWITCHY FEELING(BACKEDBY COASTERS) 8/58 

708 DREAMY EYES/MOLLY B. GOOD 

710 IT'S MISERY/CAST YOUR VOTE 

712 GOOD THINGS WILL COME/I'M A BIG BOY NOW(BACKED BY MILLER 

SISTERS) 

717 SINCERELY, YOUR LOVER/LITTLE JOHN GREEN 

729 BUSY FLIRTIN'/I WANT THAT 

732 PSYCHO/TOO GOOD TO BE TRUE 11/60 
MERCURY ‘ 
71788 HAPPY HEARTS/PLEASING YOU 2/61 
71810 GOOD LOVIN'/HONEY DRIP 6/61 
71881 EVERY OTHER NIGHT/I'M COMING HOME 9/61 


THE PASTELS 


by Marv Goldberg 
Based on an interview with Dee Ervin 


Narsarssuak, Greenland is cold. If you 
happen to find yourself there, anything you 
can do to take your mind off the cold helps. 
Four young men in tne Air Force decided to 
sing together and wound up with a hit record. 

DiFosco (Dee) Ervin (lead), Richard Travis 
(£irst tenor), Tony Thomas (second tenor) and 
Jimmy Willingham (baritone) cailed themselves 
The Pastels and performed in Air Force talent 
shows starting in 1954. They were all trans- 
ferred to Washington, D.C. wnere they sang in 
local USO's and airmen's clubs. When they came 
up to The Tops In Blue Show at Mitchell AFB in 
1957, they decided to find a company to record 
tnem. 

One company they tried was Hull Records, 
auditioning for Bea Caslon. The song they 
sang was a numper tnat Dee had written - BEEN 
SO LONG. Bea made a few changes and Teacho 
Wilshire was brought in to do the arrangement. 
The Pastels were on their way. 

During this period, the members were being 
discharged. Dee was the last to get out, re- 
maining until February of 1958. 

BEEN SO LONG was released in late 1957 on 
Hull's Mascot subsidiary and when it showed 
signs of taking off, Hull leased it to Argo (a 
Chess subsidiary). All of The Pastels’ subse- 
quent recordings came out on Argo, but all 
recording was done for Hull. 

On tne strength of BEEN SO LONG (it reached 
#15 on Billboard's charts; higher locally) The 


Pastels did extensive touring. They did an 
Alan Freed tour and appeared throughout the 
south - Louisiana, Florida, Mississippi and 


North Carolina. In Florida tney worked a week 
at one spot and then didn't get paid. In Kan- 
sas, they drove 400 miles to an engagement 
only to have it cancelled bya tornado warning. 

Their second record, YOU DON'T LOVE ME ANY- 
MORE, didn't make any waves so their third, SO 
FAR AWAY was an attempt to recapture the sound 
of BEEN SO LONG. However, it too didn't do so 


well. In the early part of 1959 the group 
disbanded. A lack of work, no record company 
interest and the members wanting to return to 


tneir homes in different parts 
broke up the group. 

Dee Ervin, being from New York, stuck it 
out and recorded on his own. It finally paid 
off in 1964 wnen, as Big Dee Ervin, he hit it 
big with SWINGIN' ON A STAR. This resulted in 


of the Country 


a 9 month tour of England where he met The 
Beatles and Rolling Stones and saw the direc- 
tion that R&R music was to take for the 


remainder of the 60's. 
Today, Dee is a songwriter who has composed 


for Ray Charles, Arthur Prysock, Little 
Esther, Isaac Hayes, Sonny Stitt and Bobby 
Womack. 


THE PASTELS 
MASCOT (SUBSIDIARY OF HULL 


123° BEEN SO LONG/MY ONE AND ONLY DREAM 
ARGO (SUBSIDIARY OF CHESS) 

5287 BEEN SO LONG/MY ONE AND ONLY DREAM 12/57 
5297 YOU DON'T LOVE ME ANYMORE/LET'S GO 
TO THE ROCK & ROLL BALL 

5314 SO PAR AWAY/DON'T KNOCK 
UNRELEASED: HOW CAN I THANK YOU 
I WISH I HAD A MONEY TREE 


1957 


1958 
9/58 


21 


THE PASTELS (1957): 
(TOP) RICHARD TRAVIS, TONY THOMAS, JIMMY 
WILLINGHAM 
(BOT) DEE ERVIN 


as HLECES 


By Marcia Vance 


tne last column of 
Bits & Pieces, it would have 
been nice to have no deaths to 
mention; but, unfortunately this 


With this, 


is not tne case. Al Banks, lead 
of The Turbans, passed away in 
Philadelphia, and Allen Bunn, 


also known as Tarheel Slim, died 
in New York City. Of course, 
mention must be made of the pas- 
sing of Elvis Presley. However, 
that is one death everybody is 
well aware of. It was a tragedy 
that will take a long time for 
many of us to recover from.... 
Madison Street, formerly known 
as Randy and The Rainbows now 
out on Millenium with a delight- 
ful song entitled MR. MINSTREL 
MAN......By the time tnis issue 
is being read, the filming of 
"Hot Wax," the story of Alan 
Freed should be well under way. 
It snould be interesting to see 
how Paramount Pictures handles a 
film of this sort....The Persua- 
sions, now on Elektra,do a great 
version of the Kenny Vance song, 
LOOKING FOR AN ECHO....J.R. Bai- 
ley out with an LP titled LOVE 
AND CONVERSATION on United Art- 
ist.....Johnny "Guitar" Watson's 
1955 recording of THOSE LONELY, 
LONELY NIGHTS being issued on 
Big Top. That's all, bye, bye 
LOUKG ciesivieeie si pisiaya nats 


PHS BULIY DAWN QUARTET 


By Rick Whitesell and Marv Goldberg 
Based on interviews with Billy Dawn Smith and Al Browne 


Formed in the late 40's in the 
Crown Heights section of Brook- 
lyn, The Billy Dawn Quartet 
released at least four records, 
each under a different group 
name. 

The personnel consisted of 
Billy Dawn Smith (lead); Donnie 


Sehested, a.k.a. Donnie Myles, 
(tenor); Billy's brother, Tommy 
Smith (baritone); Sonny Benton 


(bass) ;and accompanist Al Browne 
(piano). Browne had his own 
dance band at the time, but ap- 
peared with the Billy Dawn 
Quartet whenever possible, some- 
times filling in as 2nd tenor if 
Tommy Smith couldn't make an 
engagement. (Billy had shown him 
how to play R&B piano.) 


A man named Homes owned a 
record shop on 124th Street and 
the group auditioned for him. 


Liking the sound, be brought the 
Quartet to the attention of 
Decatur Records, which was loca- 
ted across the street from the 
Hotel Theresa in Harlem. Someone 
at Decatur had written a ballad 
entitled THIS IS THE REAL THING 


NOW, and The Billy Dawn Quartet 
was chosen to record it. 

Manager Joel Turnero (who 
also handled The Mello-Moods) 
was responsible for the next 
phase of the group's career. He 
got them a recording session 


with Don Robey's Duke label. The 
company billed their subsequent 
releases as "The Mighty Dukes," 
(WHY CAN'T I HAVE YOU) and then 
the "Four Dukes" (CRYING IN THE 
CHAPEL) . CRYING IN THE CHAPEL 
was a tune picked out for them 
by Turnero, and it was released 
about a week anda half after 
The Orioles' version (Jubilee 
5122). Although Duke couldn't 
compete nationally against the 
superior distribution of Jubilee 
Records, The Four Dukes’ version 
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Conducted by Marv Goldberg 


sold well in the South, particu- 
larly Texas. Billy Dawn Smith 
also recalls I'M GONNA HOLLER as 
a Duke release but there is no 
listing of it. 

In 1954, Turnero and The Billy 
Dawn Quartet went their separate 
ways. The group went to Herald 
Records, and here their name was 
once again changed: this time to 
the "Heralds." Following the 
release of ETERNAL LOVE, the 
group appeared at live gigs as 
"The Heralds, formerly The Billy 
Dawn Quartet." Most of their 
live work was done in the Metro- 
politan area, at places such as 
The Audubon Ballroom, Rockland 
Palace,shows run by Cecil Bowen, 
etc. Also, the group appeared 
regularly for a while on Ralph 
Cooper's Spotlight on Harlem" 
television show. 

While with The Heralds, Billy 
Dawn Smith became an A&R man for 
Herald. In this capacity, he was 
able to get his quartet plenty 
of work as a background group on 
many Herald and Ember sides. His 
phenomenal songwriting career 
was beginning to take up more 
and more of his time, as well. 

In fact, in 1956, the group 
began to fall apart because of 
Billy's far-flung activities. 
Not only was Smith writing songs 
but he was a co-owner of the new 
Hull Records operation, along 
with William Miller (father of 
the "Miller Sisters")and Blanche 
"Bea" Caslon, a former secretary 
at Herald. These three started 
the firm with just $500.00 and 
Ms. Caslon, who was crazy about 
ships, named the label "Hull" 
and the publishing company "Keel 
Music." The new venture became 
a success, largely because Mil- 
ler, living then in Jamaica, 
brought The Heartbeats to Hull. 

Billy Dawn Smith tried to find 


time to appear with his own article (Yesterday's Memories 


group, but they soon disbanded. #3), here's a follow-up. It's 
Donnie Sehested joined The Vic-= MGM SE 3912 - "We Wrote 'Em And 
torians (formerly The Four We Sing 'Em," and contains one 
Fellows on Triboro) at this hit song and one new song by 
point. each of six writers (with the 
Smith's reputation as a song- others doing back-up work). 
writer was far better known than Included are: Billy Dawn Smith 
his talent for singing. He has (THE ANGELS LISTENED IN), Eddie 
written over 700 tunes, including Cooley (FEVER), Otis Blackwell 
TO THE AISLE (Five Satins); STEP (ALL SHOOK UP), Winfield. Scott 
BY STEP (Crests); ANGELS SMILE (TWEEDLE DEE), Ollie Jones (SEND 
(Nat King Cole); and PEOPLE ARE FOR ME) and Lincoln Chase (JIM 
TALKING (Heartbeats). He also DANDY). The latter is one of 
penned tunes recorded by The the best cuts on the album and 
Passions, Rivieras, Avons, and contains two stanzas which were 
dozens of other artists. It is not in lLaVern Baker's Atlantic 
obviously not possible to listen version. From both an artistic 
to R&B of the 50's without en= and historical viewpoint, it's 
joying the talent of Billy Dawn an album worth having. 
Smith. (Special thanks to Peter D. 
Concerning the 1961 songwrit- Bachelder and Ed Hurvitz for 
ers' album mentioned in The Cues' some of the above information.) 


THE BILLY DAWN QUARTET 


DECATUR 3001 THIS IS THE REAL THING NOW(BDS)CRYING FOR MY BABY(BDS) 
MIGHTY DUKES 

DUKE 104 WHY CAN'T I HAVE YOU(SB)/NO OTHER LOVE (DS) 1952 
4 DUKES 

DUKE 116 CRYING IN THE CHAPEL (DS)/I DONE DONE IT (BDS) 7/53 
HERALDS 

HERALD 435 ETERNAL LOVE(BDS)/GONNA LOVE YOU EVERY DAY (BDS) 5/54 

UNRELEASED: FREEZE; WHY CAN'T I HAVE YOU 


LEADS: BDS=BILLY DAWN SMITH; SB=SONNY BENTON; DS=DONNIE SEHESTED 


MILLER SISTERS-HERALD (1955) 
MAXINE, VERNEL, NINA, 
JEANETTE, SANDY 

(NOT IN ORDER) 


OLDIES COLLECTORS! % million 
oldies 45's to choose from. Hard 
to get mostly original labels. 
$1.00 each. Selling down inven- 
tory. Appointment only. RECORD 
MUSEUM (215) 567 - 3201. 


FOR SALE: Blues, R&B, vocal 
groups, Rockabilly, C&W, Pop. 
45's,78's,and LP's. Set prices; 
list free. VICTOR PEARLIN, Box 
199A, Greendale Sta., Worcester, 
Mass. 01606. 


(Cont'd. from p. 2) 

just disappearing, leaving you 
to wonder whatever happened to 
Yesterday's Memories and your 
subscription money. Which brings 
us to the next point - as you 
subscribers are reading this, 
checks to refund any outstanding 
subscription balance are already 


in the mail. Hopefully, you 
would have expected this from us 
too. Note that most subscrip- 
tions expire with this issue 
anyway, so that most of you do 


not have an outstanding balance, 
but for those who do, be assured 
that it is being returned. (For 
anyone who has sent in a sub- 
scription renewal within the 
past month, we have not cashed 
the check. If you wish to have 
the check returned, please send 
a self-addressed stamped envel- 
ope to us = the post office box 
will be kept up for a few months 
longer - and we'll send it back 
to you. If we receive nothing, 
we'll assume you don't want the 
check back and we'll destroy it 
after two months.) 

Many thanks are due to those 
who have helped us. To all those 
who have submitted articles, 
leads, additions, corrections, 
ads and just plain nice thoughts, 
our sincerest thanks. Of course 
special mention must be made of 
Ferdie Gonzalez, without whose 
help many of our discographies 
would have been a shambles; John 
Greco, who has advertised in 
every issue; and Henry Mariano, 
who likewise constantly placed 
ads with us until the tragic 
loss of his wife. They have been 
good friends, what more can we 
add. 

But so are you! If you are 
reading this magazine now, it's 
because you love the music as we 
do and for that we thank each 
and every one of you. Let us 
hear from you. Any letter with 
a self-addressed stamped envel- 
ope enclosed will be answered. 

As a special treat for those 
of you who enjoy seeing photos, 
we have included a vastly expan- 
ded photo album with many pic- 
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tures we believe most of you 
haven't seen before. Included 
are many groups we'd have liked 
to do stories on, but never got 
any leads to. 

As you are aware, Yesterday's 
Memories was named after a song 
by Lillian Leach & The Mellows. 
In this, our last issue, it is 
fitting that we bring you the 


story of The Mellows. So read 
on, one more time, and don't 
forget YESTERDAY'S MEMORIES. 


"before those days are gone." 


ADDI+IONS « CORRECTIONS 


For the California issue: 
From Ferdie Gonzalez: Jaguars: 


R-Dell 16 THE CITY ZOO/I LOVE 
YOU, BABY (2/59). 10/56 was the 
date of the re-release of THE 


WAY YOU LOOK TONIGHT, not the 
original. 

From Bob Sladek: Jaguars: R- 
Dell 117 DON'T GO HOME/GIRL OF 
MY DREAMS (7/60). Larks: Money 
119 THE ANSWER CAME TOO LATE/ 
LOST MY LOVE YESTERDAY. 

From Gary Calta: Larks: Money 
1102 should be 110 and the flip 
is SOUL JERK. Dynamite 1114 is 
SLAUSON SHUFFLE, PART 1 AND 2. 
Don & Dewey:Rush 1002 STRETCHIN' 
OUT/SOUL MOTION. Rush 1003 DON'T 
EVER LEAVE ME/HEART ATTACK. 

From Kirk Roberts: Larks: 
Money 115 - flip is CAN YOU DO 


THE DUCK. Electra 101 MASHIN' 
TIME/MARGO. Jerk 103 BABY MY 
LOVE/THE SKATE (first pressing 
credited The Pretenders). Jerk 


202 SHORTY THE PIMP, PART 1 & 2 
(ca. 1972). Jaguars: Aardell 
107 ROCK IT, DAVY ROCK IT/ (THE 
BIG BEAR) (Patti Ross). Original 


Sound 06 was also released as 
020; but different takes. Squi- 


res: one additional member of 
The Squires on Aladdin was Otis 
Gerrard. 


More additions from Ferdie: 
The Spiders' first recording, 
Imperial 5265, was re-released 
in 1959 as Imperial 5618. For 
The Bobbettes' discography: May- 


hew 712297/712298 THAT'S A BAD 
THING TO KNOW/ALL IN YOUR MIND. 
Note the difference from tne DJ 
version. 

Regarding The Toppers on Sa- 
voy (Red Caps - Issue 5), The 
Savoy session sheet says: “Label 
to be changed to Red Caps if and 
when litigation over name is 
terminated in favor of Toppers." 
Obviously it wasn't. 

We goofed a bit on our Love- 
notes' Billboard review in issue 
#11 (page 23). The date should 
have been October 3, 1953 and 
tne record number 5254. 

Paul Bezanker adds the fol- 
lowing: The flip of Vita 147 is 
PEPPY THE PEPPERMINT BEAR(artist 


should be Ray Merrill and The 
Candy Dandies). Combo 12 should 
be MOTOR HEAD (2 words) BABY/ 
PACHUKO HOP. However, this was 


probably a label misprint, as 
there is no "K" in the Spanish 
language. 


Ferdie has found an odd addi- 
tion to The Demens' discography: 
Kairay 1003 - THE GREATEST OF 
THEM ALL - Eddie Jones & Demons 
(note spelling)/LONG TALL TEXAN- 
Jim Mann & Demons. There is no 
clue as to when the record is 
from or who Mann is. 

Thanks to Victor Pearlin sen- 
ding us a tape,we have confirmed 
with Adolphus Holcomb that the 
second Ramblers' record on MGM 
was by his Kings' group. 

To go along with The Du Drop- 
pers' discography, they were 
also The Holy Sinners on RCA, 
releasing two gospel EP's under 
this name. The recordings were 
done at a previous session by 
their manager Paul Kapp and were 
sold to RCA shortly after the 
break-up of the group. 

Mark Seganish sends us another 
addition to The Red Caps' dis- 
cography - Mercury EP 1- 3215 
BLUEBERRY HILL/ARE YOU LONESOME 
TONIGHT ’//SENT IMENTAL ME / I'LL 
NEVER LOVE ANYONE ELSE. 


Th Sptbibeile 


This is an interview with a very good friend 
of mine named Otha Sonnie,whom I grew up with. 
We later attended different high schools, but 
remained members of the same church. Two other 
members of the group, Eddie Adams and Kenny 
Loftman, attended the same high school that I 
went to. All three of us were on the school 
track team. Nine out of ten times when they 
rehearsed as a group, I was there. Sometimes 
they came over to my home and rehearsed until 
we were asked to leave (by the whole neighbor- 
hood it seemed at times). 

This is the story of The Interludes as told 
to me by my long time friend, Otha Sonnie. 


Warren L. Smith 
The original members of the group were 


Frankie Anderson (lead tenor); Kenny Loftman 
(second tenor); Eddie Adams(baritone); Freddie 


Jackson (bass), and myself, Otha Sonnie (first 
tenor). 
The name of the group from the beginning 


was The Interludes. However, you could say 
that this group was a descendant of two prev- 
ious groups which Frankie, myself and George 
Adams (Eddie's brother) were part of. 

Actually, the group was formed around 1955 
as a result of a number of different local 
groups breaking up. Frankie and I had been 
singing together for a few years with a group 
called The Del-Rays which later changed its 
name to The Four Legends. Both of these groups 
had the same personnel: Frankie, myself, 
George Adams (baritone) and a second tenor 
named Paul Francis. Eddie was with another 
group and we didn't know Freddie as yet. When 
The Four Legends disbanded, Frankie and I 
stayed in touch and decided to try again. 
Frankie contacted Eddie, knowing he was a good 
baritone and Eddie suggested giving Kenny 
Loftman (one of his schoolmates), a try. The 
very first time we got together the four of us 
knew we had a good sound. It was rough on the 
edges obviously, but you could tell it was 
there. Something like when a set of gears 
first meshes together without the oil needed 
for fluid motion, We practiced quite a bit - 
at least three times a week after school, plus 
weekends. 

Our initial intent was to keep the member- 
ship to only four. However even though we had 
achieved a unique and polished sound, there 
was something noticably missing when Eddie had 
to double on bass and baritone on some songs. 
That's when we decided to add a bass. We ac- 
tually auditional a number of people but 
either the voice didn't blend with our sound 
or they were really baritones trying to sing 
bass. Finally, I met Freddie through some 
friends of mine in high school and I knew he 
was it. I remember when I first heard him, I 
just couldn't believe his range. He was a 
combination of Jimmy Ricks and Herb Reed. 
Needless to say when I dropped the bombshell 
on the rest of the guys they couldn't believe 
their ears. He was in and everyone else in 
Boston was out. 

Three of us had a previous musical back- 
ground: Frankie, Freddie and myself. I 
honestly feel this was one big advantage we 
had over quitea few of the local groups around 
at that time. Frankie was a "Child Prodigy” 
on the piano having studied it since the age 
of seven. He had given concerts in Boston 
Symphony Hall at thirteen. Freddie was an 
opera singer and had taken voice lessons from 
an early age. He had given concerts also. My 


background wasn't nearly as extensive as 
theirs; however, having taken some piano les- 
sons, I knew how to read music and had a basic 
knowledge of chord structure. Looking back, 
it's funny to remember some of the problems we 
had developing our sound, even with the gifted 
people we had. 

Don't get me wrong, it was a great advan- 
tage. However, when we first started every- 
thing tended to be tightly structured and did 
not have the smooth flowing sound we wanted 
for R&B ballads. I'm referring to the 
background sound. Frankie had a natural lead 
singer voice and could sing any type of song. 
The problem is difficult to describe but try 
this for an example: Imagine trying to convert 
a classical singer (Freddie) who always sings 
in structured environment into a smooth R&B 
bass. That was a trip. But, he did adapt 
himself quickly and it was his musical back- 
ground and excellent "music ear" that helped. 

I guess our recognition began the way most 
groups in the 50's got it: through talent 
shows. In those days talent shows were going 
on all the time every weekend and singing 
groups were a-dime-a-dozen. That statement was 
not meant to be a slur, because a lot of 
those groups were damn good and could have 
made it with the right break. My comment does 
mean that singing was the “in-thing;" the pas- 
time of the times. Any and everyone who could 
sing had dreams of making it big by being seen 
by some talent scout from a recording company. 
Anyway, it got to the point, we were winning 
all of the talent shows so we could only get 
guest spots as a drawing card. Guest appear- 
ances at dances were also a big thing. We did 
do a few night club gigs but they weren't 
steady. Don't forget that we were only high 
school teenagers at the time and night club 
entertainment was taboo for us. This was even 
a problem after we cut the record. 

We came to record for RCA Victor via a 
talent show. In 1957, WBZ and its affiliated 
Westinghouse stations sponsored a nationwide 
talent hunt. We entered the contest and won 
the local and regional competition here in 
Boston. The national finals were held in New 
York where other groups from all over the 
Country were brought in. First prize was an 
RCA recording contract and an appearance on 
Patti Page's "Big Record Show." There were 
six judges, one of whom was Hugo Winterhalter. 
Anyway, we tied with a female group,called The 
Deb-Tones from Oregon. Since the judges could 
not break the tie, they awarded both groups 
contracts. Howe’ » only one could appear on 
the TV program. So, knowing we would be on TV 
back home, we decided to give the spot to The 
Deb-Tones. We were only interested in the 
contract at the time. 

(We appeared on Boston Ballroom, M.C.'d by 
Dave Maynard, a WBZ D.J. It was patterned 
after the Dick Clark Show. We also did a 
couple of spots on WBZ Radio programs. I 
still have the tape of that program.) 

The contest rules stated that you had to 
sing three songs, two up-tempo and a ballad.We 
opened with The Cleftones' STRING AROUND MY 
HEART, The next was 500 MILES TO GO by The 
Heartbeats; and we closed with a novelty song 
called THE BE-BOP MOUSE by The Cellos. 

We wrote some of our own songs. Actually, 
one of the songs we recorded we wrote but it 
was never released. Believe it or not, we 
wrote and arranged it in five hours. We did 
it while ona train to New York to meet the 
RCA music arranger. It was called IN THE 
NIGHT. When we arrived and sang it for him, 
he liked it, We did an office recording and 
he put music behind it. I guess we all hoped 
it would be on the flip side of I SHED A MIL- 
LION TEARS. It was a little progressive in 


chord structure 
wouldn't click. 

Man, I never realized what went on in a 
recording studio and how much effort it was to 
cut a record. I remember distinctly making 
sixteen takes of I SHED A MILLION TEARS and 
twelve takes of OO-WEE. It didn't end there. 
We also recorded IN THE NIGHT and our own ver- 
sion of THE WADDA-DO by The Turbans. The 
musical arranger was the same one who had done 
the arranging for the original version by The 
Turbans. The public really has no idea how 
much hard work and energy goes into a recor- 
ding session. When we were finished, we were 
drained. It was a lot of fun however. 

Our typical practice session would begin 
with a chord structure exercise to loosen up. 
Something like The Four Freshmen used to do in 
a few of their songs. If you remember the 
opening of their recording of IT'S A BLUE 
WORLD, it will give you an idea of whatwe used 
to do. Then we'd go into the various songs in 
our repertoire. We sang songs by groups rang- 
ing from The Turbans' WADDO-DO; The Valentines’ 
DON'T SAY GOODNIGHT, The Ed Dorados' THREE 
REASONS WHY (I LOVE YOU), to The Spaniels’ 
STORMY WEATHER; The Cellos' BE-BOP MOUSE; 
Little Anthony's WHEN YOU WISH UPON A STAR and 
The Flamingos’. I ONLY HAVE EYES FOR YOU. I 
guess I would have to say that the group we 
most admired was The Flamingos. We dug them 
from the time they were doing I'LL BE HOME 
right up to I ONLY HAVE EYES FOR YOU. They had 
a beautiful sound when they had four; but when 
they added six they did so many things - double 
leads with the full five man background; the 
free-form flowing tenor, etc. It gave them 
the same flexibility that The Harptones had. 

We contacted RCA a number of times, asking 
if they would release the other songs but 
never got a committment. To this day, I feel 
that if either one had been on the flip side 
of the first record, we would have made it. 
Particularly with IN THE NIGHT. The arrange- 
ment was beautiful. 


so I guess they (RCA) felt it 


You must remember that Elvis was RCA's 
king-pin in those days. ll resources were 
focused in his direction because he was the 


money-maker. They had very few black artists, 
much less groups. Even today this is evident. 
Check their artists against, say Columbia, 
Warner Bros. or Capitol who were around back 


in the 50's and 60's. I feel that if more 
emphasis had been put on distribution of the 
record, it would have sold better. We were 
just a small group caught up within a giant 


recording company. 

Locally, our record did pretty well, being 
pushed by WBZ. However, nationally it probably 
was a big zero. 

We wanted to audition with another smaller 
company, but didn't. Being still in high 
school, we couldn't travel much at all; and 
scraping together the money for demo records 
was difficult for struggling poor folks. I 
guess maybe some of the glitter was also star- 
ting to wear off causing internal problems. We 
continued fora while longer with some success. 
But it was the start of the decline,I suppose. 

Why did we finally break up? In a couple 
of words - big-headedness, It got to the point 
that members wouldn't show up for practice or 


show up late; miss performances (which is a 
definite no-no), and other various incidents. 
I'm sure they are the same reasons which 


caused a number of groups to break up. 

We attempted to replace members, but the 
sound just wasn't the same, nor was the flexi- 
bility. After you've attained a unique sound 
it is difficult but not impossible to replace 
members and retain that sound. 

Frankie got together a group called the Hot 
Tamales. They played locally and around the 


New York, New Jersey, Philly 
area. Eddie and George stopped 
by my house one day last year, 
which surprised the hell out of 
me. We talked awhile and even- 
tually started singing oldies 
for three hours. Occasionally, 
I get a call from Freddie to see 
how things are going in Boston. 
He's been back here a few times 
but we've always missed each 
other. I haven't seen Frankie 
for years. The last I heard he 
was in New York. Kenny,God rest 
his soul, died sometime ago. 
Occasionally, I dream of what 
might have been. Particularly, 
when I hear that rare exception- 
al group of today. In the 50's 
and early 60's, singing ability 
and good harmonizing was a must 
to make it. Today a good combo 


or band with a grooving beat can 
push someone or a _ group with 
little singing ability to #1 on 
the charts. It would take a lot 
to entice me back to singing 
with a group and still I doubt 
that I would unless it was 
strictly for fun or part-time. I 


had my kicks - it was fun while 
it lasted - but it's over and 
I've settled into a new way of 
life. But I still know a good 


sound when I hear it and appre- 
ciate good music. It's in my 
blood. 
INTERLUDES' DISCOGRAPHY 
RCA 
7281 I SHED A MILLION TEARS/ 
O O WEE 6/58 
UNRELEASED: IN THE NIGHT 
THE WADDA-DO 
ALL SIDES RECORDED 5/28/58 


whe 


THE INTERLUDES (CA. 1957): 


» 4 


OTHA SONNIE, FREDDIE JACKSON, HUGO WINTERHALTER, 
EDDIE ADAMS, FRANKIE ANDERSON, KENNY LOFTMAN. 
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THE EMPIRES 


Interview with Les Cooper conducted by Marv Goldberg 


The Empires, a good if 
unspectacular quartet which 
recorded extensively in the 
mid-50's, came to New York the 
hard way. 

Lead Johnny Barnes, baritone 
Bobby Dunn,bass William Goodman, 
and tenor/arranger Les Cooper, 
all were born in Virginia during 
the early years of the Depres- 
sion. Cooper, who was later to 
become well known for WIGGLE 
WOBBLE and his work with The 
Charts, was Barnes' uncle. 

They moved to Manhattan and 
began working their way into the 
music business about 1952. They 
practiced pop, blues and spirit- 
ual tunes while they sang at 
schools, clubs and churches, 
auditioning for several record 
companies before being signed by 
Morty Shad's Harlem label in 
early 1954. 

Their first record, CORN 
WHISKEY, sold enough to earn 
them a better reputation and 
some live engagements. For a 
time, Cooper recalls, they sang 
at the Club Baby Grand. Not all 
stops were young entertainers' 
dreams, of course - there was, 
for instance, a March of Dimes 
fund-raiser in Boston. 

The label on their second 
Harlem issue, MAGIC MIRROR, says, 
"Featuring Johnny Ace Jr." This 
was Barnes, robbed of his own 
identity by Shad's marketing 
gimmick. The mystique - and 
sales potential - of Johnny Ace 
were peaking at that time, of 
course, following his strange 
death and his posthumous hit, 
PLEDGING MY LOVE. 

The third and final Harlem 
release on which The Empires 
sang wasn't really their record. 
They were backing blues singer 
Champion Jack Dupree - apparent- 
ly at the same session MAGIC 


By Dave Hinckley 


MIRROR was cut, and undoubtedly 
just to pick up aé_ few extra 
bucks. 

Dupree, incidentally, had the 
itinerant bluesman's habit of 
recording for several labels 
simultaneously, thus necessita- 
ting pseudonyms. In this case 
he became "Lightning Jr.," an 
obvious Shad attempt to draw on 
the popularity of one of his 
other artists, Lightning Hopkins. 

In any case, The Empires 
moved in 1955 to Wing, a subsid- 
iary of Mercury, where Morty's 
brother Bob had been an A&R man 
since 1952. 

Wing issued three Empires' 
records between August 1955 and 
May 1956, and while at that 
label the group met Buck Ram,who 
became their manager for about a 
year. 

That didn't work out,however, 
Cooper says, because with Buck's 
other Mercury interests - The 
Penguins, The Platters, etc. - 
he didn't have much time for 
them. 

About the time they dropped 
Ram they also dropped Wing and 
moved again - this time to Bobby 
Robinson's Whirlin Disc. 

Perhaps significantly, this 
was the first of their three 
labels which was totally R&B-or- 
iented. Harlem, like its prede- 
cessor Jax, still carried strong 
traces of its jazz/blues 
heritage from Sittin In With - 
despite the fact that Morty was 
much less wedded to jazz than 
Bob,who founded the whole chain. 
Mercury was simply a big company 
at which peripheral R&B artists 
could easily get lost. 

The Empires' first Whirlin 
Disc release - WHISPERING HEART - 
is not particularly strong, but 
their second, the new MAGIC 


28 MIRROR, written by Bobby Dunn,is 


as good as anything they did. 

For this issue they became 
The Whirlers, Cooper says, 
because “Whirlers on Whirlin 
Disc" was a catchy phrase. 

The group finally broke up 
when Goodman was drafted and no 
other bass could be found who 
fit their sound. Then too, as 
Cooper explains, singing was 
never a full-time occupation for 
the group. 

They would get regular jobs, 
then quit when extended out-of- 
town engagements came up. ‘This 
meant finding new jobs each time 


they returned, of course. 

It's fairly clear that des- 
pite at least seven releases 
(nine if one counts Lightning Jr. 
and if an Amp issue which Cooper 
doesn't remember was by this 
group) in three years, The Em- 
pires weren't getting rich. 

Les Cooper went on to manage 
The Charts and The Ladders. He 
is credited with co-writing both 
DESERIE and ZOOP, among others. 

He had his own hit in 1960, 
playing piano while former 
Charts lead Joe Grier did tenor 
sax work on WIGGLE WOBBLE 


HARLEM 
2325 MY BABY, MY BABY(LC)/CORN WHISKEY (JB) 1954 
2333 MAGIC MIRROR(JB)/MAKE ME OR BREAK ME(JB) FEATURING JOHNNY 
ACE JR. 1955 
2334 RAGGED & HUNGRY(LJ)/SOMEBODY CHANGED THE LOCK(LJ) LIGHTNING 
JUNIOR & 1955 
MERCURY 
70747 LOOKING FOR LOVE/'TIL WE MEET AGAIN 11/55 
WING (SUBSIDIARY OF MERCURY) 
90023 I WANT TO KNOW (JB) /SHIRLEY (BD) 8/55 
90050 TELL ME PRETTY BABY(BD)/BY THE RIVERSIDE (JB) 12/55 
90080 MY FIRST DISCOVERY (JB)/DON'T TOUCH MY GAL (JB) 5/56 
WHIRLIN DISC 
104 WHISPERING HEART (JB) /LINDA (JB) 1956 
108 MAGIC MIRROR(JB)/TONIGHT AND FOREVER(JB) AS WHIRLERS 1957 
AMP_3 
132 IF I'MA FOOL ( )/ZIPPETY ZIP( ) 1957 


LEADS: LC=LES COOPER; JB=JOHN BARNES; BD=BOBBY DUNN 
LJ=THE EMPIRES BACKING UP LIGHTNING JUNIOR 


foe 


e 
~— 869 
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WHIRLIN' DISC 108 WAS ALSO 
RELEASED AS PORT 70025 
(1961) 


THE EMPIRES(Ca. 1955): 
JOHN ROBERT LES WILLIAM 
BARNES DUNN COOPER GOODMAN 
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THE OSPREYS 


It would be an interesting 
project for a sociologist to 
research why so many 1950's 
vocal groups were named after 
birds. Whatever the reason, 
there were many and by the mid- 
50's, it was getting harder and 
harder to find a hitherto unused 
name. There may have been a 
simpler reason why this group 
called themselves The Ospreys (a 
fish-eating bird that looks like 
a small eagle), but if so it's 
lost in the mists of time. 

There were many streetcorner 
groups in East Harlem in the 
early 50's; some had names, some 
didn't. For those who hadnt 
yet made it to the organized 
talent contests,there was always 
the informal "battle of the 
groups" in someone's hallway. 

Around 1955, one member from 
each of five groups that had 
been battling it out, got to- 
gether and formed a group that 
would represent (they hoped) the 
best voice from each original 
group. Thus, The Ospreys were 
born, 

The group consisted of Ronald 
Council (lead, 1st tenor and 
bass), Maurice Williams (lst 
tenor - he picked the name "Os-— 
preys"), Jackson Thompson (2nd 
tenor & baritone), John Miro 
(bass) and another 2nd tenor/ 
baritone named "Tarzan," who re- 
mained only as long as it took 
the others to find out that he 
was fooling with drugs. 

Although they tried to devel- 
Op a unique sound,their greatest 
strength was the ability to copy 
the sound of all the hit-making 
groups of the day. They rehear- 
sed seven days a week, as many 
hours a day as they could. They 
sang for pure enjoyment. 

The Ospreys were the first 
group to be managed by James A. 
Dailey, who would eventually 


manage many New York City groups. 30 


By Marv Goldberg 


Based on an interview with John Miro 


He got them to appear at Alan 
Freed's record hops, Tommy 
Smalls' (Dr. Jive's) shows, and 
Herb Sheldon's Rooftop Festival 
TV show. (It was here that 
Dailey met another group that he 
was to manage - The Bobbettes.) 

As The Ospreys felt they were 
ready for stardom, they started 
auditioning for some record com- 
panies in mid-1957. The company 
showing the most interest was 
Herald, but when The Bobbettes 
told the Atlantic people about 
them, an audition was quickly 
arranged and Atlantic became 
their first home. 

The Ospreys did at least four 
songs at their first session. 
Ironically, the ones that were 
released were those they didn't 
really want to do. DO YOU WANNA 
JUMP CHILDREN was something that 
they'd been fooling with, but 
Lieber & Stoller made them re- 
vise it. IT'S GOOD TO ME was a 
song that Dailey had written. 
Their favorite, WRAPPED UP IN A 
DREAM, was never released. 

Later that year (1957) they 
backed up Chuck Willis on one 
session (YOU'LL BE MY LOVE, HANG 
UP MY ROCK AND ROLL SHOES, WHAT 
AM I LIVING FOR and KEEP A DRIV- 
ING). On the first two cuts, 
they're only a trio, since 
Maurice Williams showed up late 
for the session. 

Although Atlantic liked The 
Ospreys, John feels that the 
group wasn't disciplined enough 
to make it, even with Atlantic 
pushing. In fact, although they 
stayed together for about another 
year, they never went back to do 
any more recording. 

After the group broke up, 
John Miro did some Atlantic back 
up sessions behind Clyde McPhat- 
ter and Ivory Joe Hunter. In 
1959 he joined The Lincolns - 
Harold Anderson (lead), Willie 
Williams (natural tenor), John 


Anderson (baritone) and John 
Miro (bass & lead baritone). 
They did one record for Mercury; 
all other Lincolns' groups are 
different. 


Today John Miro owns a com— 
pany that manufactures robes and 
looks back with pride on his 
small contribution to the R&B 
music scene of the 50's# 


THE OSPREYS 


EASTWEST (ATLANTIC SUBSIDIARY) 


110 DO YOU WANNA JUMP CHILDREN(ALL)/IT'S GOOD TO ME (RC) 4/58 
UNRELEASED: WRAPPED UP IN A DREAM(RC);MY BABY 


ATLANTIC 


(BACK UP TO CHUCK WILLIS) 


1179 WHAT AM I LIVING FOR/HANG UP MY ROCK AND ROLL SHOES 3/58 


2005 YOU'LL BE MY LOVE/KEEP A-DRIVING 


LATE 58 


THE LINCOLNS 


MERCURY 


71553 BABY PLEASE LET ME LOVE YOU(JM)/CAN'T YOU GO FOR ME (HA) 11/59 


LEADS: RC=RONALD COUNCIL; JM=JOHN MIRO: HA=HAROLD ANDERSON 
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i the Scarlets, Singing’ Quintet, | 


Enlist In Army Here 


ar Tast 


‘The U.S. Army Recruiting Office in the Bullard Building is shown in one of its lighter Fecal as} 
arlets” render a final song before enlisting. Members of the singing quintet are, left to right, 


AN ARTICLE FROM AN UNKNOWN CONNECTICUT NEWSPAPER COVERING THE INDUCTION OF 
FRED PARRIS AND THE SCARLETS INTO THE ARMY 


THE DAPPERS 


By Marv Goldberg & Mike Redmond 
Based on interviews with 
Gregory Carroll & Al Showell 


In many recent articles, the 
transitory nature of the music 
industry has been documented. 
Many groups formed, recorded and 
disbanded in a relatively short 
period of time. 

Every rule having its excep- 
tions, we find some groups that 
were extant much longer than 
anyone would have thought. Cases 
in point are The Vibranaires,who 
made only two records in an 8- 
year career, and The Hollywood 
Saxons and Royal Jokers - still 
around today. There are some 
individuals too, who grew up in 
the R&B field of the early 
1950's and continued on in the 
music industry. 

Gregory Carroll serves as an 
example of how a successful car- 
eer can be developed from the 
foundation of singing with and 
writing for one of the early R&B 
groups. Greg started with The 
Four Buddies on Savoy and subse- 
quently replaced George Nelson 
in The Orioles. (See Record Ex- 


changer Vol. 3 No.1 for The 
Four Buddies' story.) He has 
used this experience as a 
springboard to a career that has 
encompassed all the creative 
facets of the music business: 
performer, writer, producer and 


talent scout. 

With the break-up of The Ori- 
oles in 1955, Greg went into the 
production end of the business 
for awhile. However, it's evi- 
dently difficult to get singing 
out of one's blood, so in 1956, 
he got another group together. 
Larry Harrison, former lead of 
The 4 Buddies, was looking for a 
new group too since his latest 
one, The Barons (on Decca - they 
were also The Buddies on Glory), 
had disbanded. Greg and Larry 
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naturally drifted back together. 
The baritone they got was Leon- 
ard Puzey, an original member of 
The Ravens. The bass was Jerome 
Robinson. 

Calling themselves The Dap- 
pers, they did one session for 
RCA Victor in 1956. The result 
was a record on RCA's Groove 
subsidiary (see discography). 
Both sides featured Larry Harri- 
son as lead. But once again the 
all-too-frequent story: this 
group with such spectacular po- 
tential broke up, never making 
any personal appearances. 

But Greg continued on, and in 
1957 he and a friend,Al Showell, 
discovered a female duo, The 
Sweethearts. They were Pat Wil- 
liams (soprano) and Joy Wright 
(alto). The Sweethearts showed 
promise, having won an Apollo 
Theater amateur show. 

Greg and Al wrote some mater- 
ial for the girls and then de- 
cided to form a larger group. So 
with Greg's tenor, Al's bari- 
tone/bass and Leonard Puzey's 
baritone, a new Dappers group 
was created. 

Greg had many connections in 
the industry and he quickly got 
The Dappers a recording session 
with Eddie Heller's Rainbow Rec- 
ords. The result was BOP BOP BU, 
with Greg doing lead and Joy 
doing the prominent background 
part. The flip, HOW I NEED you 
BABY, has Greg and Joy doing a 
duet lead with Al as the bass. 

This second Dappers group also 
recorded only one record, but 
did remain together for about a 


year. During that period they 
traveled the East Coast theater 
circuit extensively, appearing 


at the Apollo, Royal, Howard and 
Earl Theaters. They also did 
some television work in Delaware 
and Connecticut. This group 


broke up for a rather unique 
reason: Joy Wright left to have 
a baby. 


Greg then teamed up with Peg- 
gy Jones to cut HONEY BUNNY BABY 
as Greg and Peg. 

In the later 1950's both Greg 
and Larry Harrison did back-up 


work with Abel DeCosta's Cues,as ing in a political vein for New 


did Leonard Puzey. York's then Mayor,Robert Wagner. 
After these transitory ef- In 1963, Doris Troy's hit record 
forts,Greg and Al Showell formed JUST ONE LOOK was produced by 
a gospel group, The Halos (no Greg. 
relation to The NAG Halos). The Greg, still active in the 
group also included Doris Troy music business after almost 
and Doc Wheeler, famous gospel twenty-five years, is currently 
DJ. A later Halos group with singing with Jimmie Nabbie's Ink 
Greg, Doris Troy and Leonard Spotsm@ 


Puzey did some promotional sing- 
DAPPERS DISCOGRAPHY 


FIRST GROUP 
GROOVE 0156 UNWANTED LOVE/THAT'S ALL, THAT'S ALL, THAT'S ALL 5/56 


SECOND GROUP 
RAINBOW 373 BOP BOP BU/HOW I NEED YOU BABY 1957 


THE BELTONES (HULL RECORDS - 1957) 

THE SECOND FROM LEFT IS HERB ROONEY, 

WHO FORMED THE EXCITERS ,SHOWN AT THE 
RIGHT 
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LIST OF GROUPS AND R&B VOCALS, 
etc. out soon - we've got Sabre 
108 (Five Blue Notes) - VG++, 
plus some good low price items - 
RECORDS RECORDS, P.O. Box 38580, 
Hollywood, California 90038. 


FOR SALE: Back Issues of BIM BAM 
BOOM — #1, 2 & 4 - $5 each; #7 & 


#8 - $3 each; #9 - #13- $2 each; 
#3 - $12; #5 - $10 and #6 - $10. 
Add 25¢ per issue for postage. 


MARCIA VANCE,1693 East 2] Street 
Brooklyn, 


New York 11210. 


ALL EUROPEAN R&B, BLUES and 
Rockabilly reissues. 1200 albums 
in stock. ROUTE 66 LPS. 1-Floyd 
Dixon “Opportunity Blues,"2- Roy 
Brown "Laughing But Crying," 3 - 
Wynonie Harris "Mr. Blues Is 
Coming To Town," 4 - Ivory Joe 
Hunter "7th Street Boogie." (All 
40's and early 50's records). $6 
each. 2 IRC for lists. (Dealers 
welcomed for ROUTE 66.) JONAS 
"MR. R&B" Bernholm, Halsingega- 
tan 144,113 23 Stockholm, Sweden. 


POLITICAL CAMPAIGNING IN 1955. 


THE FIRST PHOTO EVER TAKEN OF THE CLEFTONES WHEN THEY WERE DOING JAMAICA HIGH SCHOOL 


CHARLES JAMES, WILLIAM McCLANE, WARREN CORBIN, BERMAN PATTERSON, HERBIE COX 
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GEM LABEL DISCOGRAPHY 
By F. L. Gonzalez 
(Courtesy of Bob Porter, Savoy Records) 


200 
201 

202 

203 CLIFF AYERS SMILING THROUGH THE TEARS/I CAN'T TELL YOU GOODLY 6084/6085 
204 EDDIE WOODS & bpIMA VERA/HEAVEN WAS MINE 6102/6103 

THE GEMTONES 

205 JOAN SHAW YOU DRIVE ME CRAZY/WHY DON'T YOU LEAVE MY HEART ALONE 6104/6105 
206 FREDDY MITCHEL ORCH, MUSH/HONKING AWAY 6106/6107 
207 FOUR BELLS PLEASE TELL IT TO ME/LONG WAY TO GO 6116/6117 
208 KING CURTIS TENOR IN THE SKY (INST.)/NO MORE CRYING ON MY PILLOW 6120/6121 
209 JOAN SHAW BABY COME ON/OH HOW I HATE TO SAY GOODBY 6126/6127 
210 ANGEL FACE KEEP YOUR HEAD UP HIGH/WHAT'S THAT STUFF JOE'S GOT 6100/6101 
211 CHORDS DADDY LOVES MOMMY/IN THE WOODS 6138/6139 
212 JOAN SHAW YOU MAKE ME CRY MYSELF TO SLEEP/DO WHAT YOU WANT WITH ME 6140/6141 
213 JOAN SHAW REGRETFUL/I'VE GOT THE BLUES 6142/6143 
214 RAINBOWS MY HEART IS YOURS/CAN'T YOU SEE I LOVE YOU 6164/6165 
215 JIMMY CRAWFORD THAT AIN'T RIGHT/TILL MY BABY COMES HOME 6166/6167 


216 CURLEY BRIDGES & 


FRANK MOTLEY CURLEY'S LAMENT (BLUES VERS.)/NO FLIP SIDE 6180 
217 CURLEY BRIDGES & - 

FRANK MOTLEY CURLEY'S LAMENT (SPANISH VERS.)/NO FLIP SIDE 6181 
218 PARAKEETS GIVE ME TIME/FRANK MOTLEY I'M LOSING MY MIND OVER YOU 6183/6184 
219 ANGEL FACE DON'T EVER LEAVE ME/FRANK MOTLEY INDEED I DO 6185/6186 
220 FOUR BELLS ONLY A MIRACLE/MY TREE 6176/6177 
221 EARLS BELIEVE ME MY LOVE/SPINNIN' 6211/6212 
222 JIMMY BUTLER TRIM YOUR TREE/CRUELTY FOR KINDNESS 6213/6214 
223 ULYSSES BURTON PLEASE SET ME FREE/DON'T TAKE YOUR LOVE FROM ME 6215/6216 
224 FIVE EMBERS PLEASE COME HOME/LOVE BIRDS 6219/6220 
225 
226 
227 EARLS MY MARIE/OUT OF THIS WORLD 6232/6234 


**NOTE: A)Numbers 210, 211, 214 thru 219: All sides purchased from 
Lillian Claiborne. 


B)Numbers 216 thru 219 were released as D. J. copies only. 


Originally, Gen Records was a subsidiary of Discovery Records located in New 
York City. Gem had a few series including Pop, C & W, Jazz, and R & B. The 
200 series and part of their 1200 series was devoted to R & B. The 200 series 
began in 1953 and lasted to the end of 1954, Discovery Records was eventually 
sold to Savoy Records, which today is a subsidiary of Arista Records, Inc. 


The only Gem release dates that can be verified are #207 (6/53) and #211 (12/53) 


ALBUM 


THE VEE JAY ORIOLES (1956): THE CATS AND THE FIDDLE (1948): 
(TOP) SONNY TIL (TOP)ERNIE PRICE, AUSTIN POWELL, 
(BOT) JERRY RODRIGUEZ, ALBERT "DIZ" GEORGE STEINBACK 

RUSSELL, AARON "TEX" CORNELIUS, (BOT) SHIRLEY MOORE 
BILLY ADAMS 


SILHOUETTES 


THE PIPES (1956): 
HUEY ROUNDTREE, LOUIS CANDYS, LEEVERN 
THE RAYS (1957): BALL, HAROLD FOREMAN 
(TOP)HAROLD MILLER 
(BOT) DAVID JONES, HARRY JAMES, WALTER 
FORD 36 


MALCOLM DODDS (TOP CENTER) 
& TUNEDROPS-GONE & END (1957) 


ROMEOS-APOLLO (1954) 


RHYTHM ACES-VEE JAY (1955) 


ILLARS-FORTUNE (1956) 
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UNIQUES-PEACOCK (1959) THE GAYLARKS 
xcLusive Music City 
TELL ME DARLING — DREAM GIRL 


GAYLARKS-MUSIC CITY (1955) 
COURTESY OF WILL ANDERSON 


tt Consus # 


- a 6 
ROAMERS-SAVOY (1955) ere Y 
COURTESY OF BOB PORTER ETHEL McCREA 
38 PAT LYLES 


(NOT IN ORDER) 


——————__— 


4 


The Newest 
“Singsations” 


THE 
<VELVETONES 


RECORD 
ARTISTS 
Management 


STANFORD ZUCKER 
AGENCY 


420 Madison Ave. 
New York 


VE! 
LVETONES-SONORA (LATE 40's) 


—- 
¥ 


JARMELS-LAURIE (1961) 


ROYAL ROOST (1956) 


SOPHOMORES-DAWN (1957) 


VOCAL AMORS = 


The Vocalairs (Vocaleers) before the 

fifth member was added (Ca 1952): 
Melvin Walton, Herman Dunham (Curtis), 
Joe Duncan, William Walker 


The Flares-Felsted(1960) : 
Randy Jones, Willie Davis, Tommy 
Miller, Aaron Collins 


Here's the photo we mentioned in the 
Dootones' article last issue. It's 
the Dootones with Vernon Green's face 
pasted on (you can see a white line to 
the left of his neck) and labeled the 
"Medallions" 
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An interesting photo from around early 


1952: 
Lover Patterson (Orioles' valet, and 

soon to be manager of the 5 Crowns), 

Bill Doggett, Little Richard, Alex 
Sharp(Orioles' tenor) 


TEMPO TOPPERS 


A . 


The Tempotoppers~Peacock (1953) : 


Little Richard Pennimar 


right. 
order) 
more, 


is at the far 
(not in 


The other memb 
are: Jimm r 


van, 


and Billy Brooks 


Little Esther & the "Bluenotes"-Savoy (1950): 
It's not known exactly what this photo represents. 
as a vocal group, were most probably the Robins. 
pictured here with Little Esther 
Pete Lewis (guitar), 
ist with Johnny Otis) 


The Bluenotes, 
The performers 
(all part of Johnny Otis' band) are: 
Lorenzo Holden (Tenor Sax), Mel Walker (vocal- 
and Mario Delagarde (Bass player) 
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The Clickettes-Dice(Ca 1959) 


THE MARSHALL BROTHERS — EXCLUSIVELY ON SAVOY RECORDS 


THE MARSHALL BROTHERS (1951): 
(TOP) PHILSHAW,;MAITHE MARSHALL, RAYMOND JOHNSON 
(BOT)WILLIS SAUNDERS 
COURTESY OF BOB PORTER 
42 


BILLBOARD REVIEWS THE SWALLOWS 
By Anthony Sarcia 


Probably one of the most famous groups to 
come out of the Washington/Baltimore area was 
The Swallows. What makes their record reviews 
more interesting than any other group's is 
that they never had a rating lower than "72." 
Also all of their King recordings were re- 
viewed. 


June 9, 1951 
Ww B MINE (King 4458) - 84 
A first-rate new group debuts most promisingly 
with a glowing performance of a substantial 
R&B ballad. This disking could set this group 
up for big things, 

b/w DEAREST - 80 _ 
The group delivers here with the same fine 
blends & different lead solo voices on a bal- 
lad lacking the over-all impact in the topside 
Beale re ae ae ee or ee ere 
September 1, 1951 

‘VE EN AWAY (King 4466) - 80 

One of the best of many new vocal groups turns 
in an effective slicing of a pleasant schmaltz 
ballad. 

b/w WISHING FOR YOU - 83 
This side provides the group with a bid for a 
hit. Performance is cleaner and sharper and 
the tune follows a simple, direct line. Good 


December 22, 1951 
IT AIN'T THE MEAT (King 4501) - 86 
The vocal group has a winner in a rhythmic 
hhand-clapper with an intriguing lyric. This 
one could follow the SIXTY MINUTE MAN success 
story. Could meet with difficulties at radio 
censors. 

b/w ETERNALLY - 77 
Group essays a ballad here with tenor voice in 
the lead. Result is an okay side. 
SRR RARE 
January 12, 1952 
ROLL, ROLL PRETTY BABY (King 4515) - 84 
A fine boogie blues item handled in the buck- 
dance style, adds up to a strong wax item as 
the group gets a fine piano backing to aid 
their relaxed beat reading. 

b/w TELL ME WHY - 72 
Group's reading of the pop ditty is efficacious 
coverage of the R&B market. 
tee N HEE 
April 26, 1952 

PT ME (King 4525) -75 

Here's a good slow blues in a nice mood. 

b/w BESIDE YOU - 75 
Same comment. (First Denby lead!) 
te RR 
May 31, 1952 

INLY HAVE EYES FOR YOU (King 4533) - 73 
A straightforward, smooth reading of the ap- 
pealing oldie, with Junior Denby selling the 
tune neatly. For dee jays. 

b/w YOU WALKED IN - 78 
The Swallows turn in a strong wax item, with 
Junior Denby talking the solo lead on a slow, 
pretty ballad that should get many spins. A 
strong disk. 
te RRR RRR RRR RRR RR 
November 15, 1952 

EASE BABY, _P (King 4579) - 77 
A substantial rocker is sold with spirit and a 
strong beat by The Swallows over a quiet ork 
backing. Group's fans will like. 

b/w WHERE DO I GO FROM HERE? - 72 
The boys sound smooth and dreamy on this slow 
blues item with the lead taking the melody 
throughout and the group humming in the back- 
ground. 
FERRER ERE 


a es 


43 


March 28, 1953 
LAUGH (THO YOU WANT TO CRY) (King 4612) - 81 
The Swallows come thru with a warm heartfelt 
reading of a_ sentimental ditty, with lead 
singer Junior Denby turning in a solid perfor- 
mance while the group backs him closely. Tune 
is melodic and performance is fine. It isa 
strong platter that could bust thru with ex- 
posure. A coin-grabber. 

b/w OUR LOVE IS DYING - 78 
The boys do another good job with a slow 
ballad, with the lead again contributing a 
moving vocal, This side too should grab jock 


spins but the flip should grab more, 
a ee a ae ee ae 


June 13, 1953 
BICYCLE TILLIE (King 4632) - 77 
Her a strong side by The Swallows, with 
lyrics that are outspoken enough to get it 
some attention. It is a novelty effort with a 
good beat, and the boys make the most of the 
lyrics. It may not get many jock spins, but 
it should pull juke loot. 

b/w NOBODY'S LOVIN' ME ~ 75 
The boys sing this one with a lot of feeling 
as they tell why they're sad & blue. The lead 
sells it warmly. A nice side. 
cee ae ee a ee ee Se ee Se 
September 19, 1953 
PLEADING BLUES (King 4656) - 74 
Wild jump blues receives a driving rendition 
from the boys with a wild lead and a strong 
sax solo. Material is routine, however which 
won't help the disk. 

b/w TRUST ME - 75 
The Swallows come thru with a warm reading of 
slight new ballad, with a lead singer taking 
the tune throughout, over a humming backing. 
The lead and the crazy piano give the disk an 
unusual sound, but it could be too exaggerated 
for the present market. 
th RRR RRR 
November 21, 1953 
IT? FEELS SO GOM (King 4676) - 75 
Swallows do a fine blues rendition here. Per- 
formance has movement, beat and an attractive 
musical figure in the backing. 

b/w I'LL BE WAITING - 72 
The ballad is given a nice effect by Swallows. 
Lead singer has good diction and achieves a 
sincere delivery. 
tk RRR RRR 


“MY FRIENDS” 
“VVE GOT EYES” 


“BLUE FLOWERS” 
“BEG AND STEAL” 


“VM HOPING YOU'LL 
UNDERSTAND” 


THE STRANGERS are 
HERE'S A BETTER PHOTO OF THE STRANGERS THAN THE 
ONE WE RAN WITH THEIR STORY IN ISSUE 3: 
WOODROW JACKSON, JOHN BRIZANT, WILLIAM CLARKE, 
PRINGLE SIMS, JOHN GRANT 


All reviews are reprinted from Billboard, Copyright in the years indi- 
cated, with the permission of the Publisher. 


Old Town Discography 


Thanks to Ferdie Gonzalez, Peter Gibbon and Tony Tisovec 


735 5 CROWNS - YOU COULD BE MY LOVE/GOOD LUCK DARLING 9/52 
791 
792 5 CROWNS - LULLABY OF THE BELLS/LATER LATER BABY 
793 CHEROKEE & HIS BAND - LOW DOWN MAN (WITH GLORIA SMITH)/MY HEART BELONGS TO YOU 
300 THE ROGUES ~- WORLD OF LOVE/IF YOU LOVE ME LATE 1956 
301 
302 
303 
304 THE ROGUES - IT'S TRUE/PUPPY LOVE 
305 LOU DEE - KING OF THE HILL/AIN'T GOT NO CAUSE 
MAIN SERIES 
1000 SOLITAIRES - BLUE VALENTINE/WONDER WHY 2/54 
1001 URSULA REED - LAFFIN'/URSULA'S BLUES 
1002 
1003 
1004 
1005 
1006/1007 SOLITAIRES - PLEASE REMEMBER MY HEART/SOUTH OF THE BORDER 7/54 
1008 SOLITAIRES - LONELY/CHANCES I'VE TAKEN 11/54 
1009 VALENTINES - TONIGHT KATHLEEN/SUMMER LOVE 
1010 SOLITAIRES - I DON'T STAND A GHOST OF A CHANCE/GIRL OF MINE 1/55 
1011 CLEFFTONES - THE MASQUERADE IS OVER/MY DEAREST DARLING 
1012 SOLITAIRES - MY DEAR/WHAT DID SHE SAY 7/55 
1013 
1014 SOLITAIRES - THE WEDDING/DON'T FALL IN LOVE 9/55 
1015 SOLITAIRES - MAGIC ROSE/LATER FOR YOU BABY 12/55 
1016 BILLY BLAND - CHICKEN IN THE BASKET/THE FAT MAN 
1017 RUTH MC FADDEN & SUPREMES - DARLING LISTEN TO THE WORDS OF THIS SONG/SINCE MY 
BABY'S BEEN GONE 
1018 ROYALTONES - CRAZY LOVE/NEVER LET ME GO 
1019 SOLITAIRES - THE HONEYMOON/FINE LITTLE GIRL 3/56 
1020 RUTH MC FADDEN & ROYALTONES - TWO IN LOVE/YOU FOR ME (RUTH MC FADDEN ONLY) 
1021 ROBERT & JOHNNY - I BELIEVE IN YOU/TRAIN TO PARADISE 
1022 BILLY BLAND - OH YOU FOR ME/CHICKEN HOP 
1023 SONNY TERRY - UNCLE BUD/CLIMBING ON TOP OF THE HILL 
1024 SUPREMES - TONIGHT/MY BABE (ORIGINAL TITLE: SHE DON'T WANT ME NO MORE) 
1025 
1026 SOLITAIRES - THE ANGELS SANG/YOU'VE SINNED 8/56 
1027 GWEN EDWARDS & CO-EDS - LOVE YOU BABY ALL THE TIME/I BEG YOUR FORGIVENESS 
1028 ROYALTONES - LATIN LOVE/HEY NORMAN 
1029 ROBERT & JOHNNY - YOU'RE MINE/MILLION DOLLAR BILLS 
1030 RUTH MC FADDEN & HARPTONES - SCHOOL BOY/RUTH MC FADDEN ~ UNITED WE STAND 
1031 BOB GADDY - OPERATOR/I LOVE MY BABY 
1032 SOLITAIRES - NOTHING LIKE A LITTLE LOVE/GIVE ME ONE MORE CHANCE 11/56 
1033 GWEN EDWARDS & CO-1 - I LOVE AN ANGEL/I'M IN LOVE 
1034 SOLITAIRES - WALKIN' ALONG/PLEASE KISS THIS LETTER 1/57 
1035 BILLY BLAND - IF I COULD BE YOUR MAN/ I 'IAD A DREAM 
1036 DOLORES COLEMAN - YOURS TRULY/ 
1037 
1038 ROBERT & JOHNNY - DON'T DO IT/BABY COME HOME 
1039 BOB GADDY - PAPER LADY/OUT OF MY NAME 
1040 
1041 KEYTONES - SEVEN WONDERS OF THE WORLD/A FOOL IN LOVE 
1042 FI TONES - MY PAITH/MY HEART 
1043 ROBERT & JOHNNY - BROKEN HEARTED MAN/INDIAN MARRIAGE 
1044 SOLITAIRES - THRILL OF LOVE/I REALLY LOVE YOU SO 11/57 
1045 
1046 PRESTON BROWN - WALK ON/WALK OFF 
1047 ROBERT & JOHNNY - WE BELONG TOGETHER/WALKIN IN THE RAIN 3/58 
1048 
1049 SOLITAIRES - WALKIN' AND TALKIN'/NO MORE SORROWS 1958 
1050 BOB GADDY - WOE, WOE IS ME/RIP AND RUN 
1051 TREMAINES - JINGLE JINGLE/MOON SHINING BRIGHT (RERELEASED ON BLACK LABEL AS "THE PACKARDS") 
1052 ROBERT & JOHNNY - MARRY ME/I KNOW (ON YELLOW LABEL)-I BELIEVE IN YOU (ON BLUE LABEL) 
1053 INSPIRATIONS - STARLIGHT TONIGHT/WHAT'S NEW 
1054 RIFF RUFFIN - I CAN'T GET A THRILL WITH YOU/ALL THE WAY 
1055 ARTHUR PRYSOCK - I LOVE YOU SO/GREATEST GIFT 
1056 ROGUES - DREAM/I'VE BEEN DREAMING 
1057 BOB GADDY - YOU ARE THE ONE/TAKE MY ADVICE 
1058 ROBERT & JOHNNY - ETERNITY WITH YOU/I'M TRULY TRULY YOURS 
1059 SOLTTAIRES - BIG MARY'S HOUSE/PLEASE REMEMBER MY HEART 1959 
1060 ARTHUR PRYSOCK - I JUST WANT TO MAKE LOVE TO YOU/KEEP A LIGHT IN THE WINDOW 
1061 VINNY LEE - MULE TRAIN ROCK/RUMBARINO 
1062 FIESTAS - SO FINE/LAST NIGHT I DREAMED 2/59 
1063 SONNY MOORE - MY TRUE LOVE AND I/PRISONER TO YOU 
1064 BOB GADDY - WHAT WOULD I DO/PAPER LADY 
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1065 
1066 
1067 
1068 
1069 
1070 
1071 
1072 
1073 
1074 
1075 
1076 
1077 
1078 
1079 
1080 
1081 
1082 
1083 
1084 
1085 
1086 
1087 
1088 
1089 
1090 
1091 
1092 
1093 
1094 
1095 
1096 
1097 
1098 
1099 
1100 
1101 
1102 
1103 
1104 
1105 
1106 
1107 
1108 
1109 
1110 
1111 
1112 
1113 
1114 
1115 
1116 
1117 
1118 
1119 
1120 
1121 
1122 
1123 
1124 
1125 
1126 
1127 
1128 
1129 
1130 
1131 
1132 
1133 
1134 
1135 
1136 
1137 
1138 
1139 
1140 
1141 
1142 
1143 
1144 
1145 
1146 


ROBERT AND JOHNNY - GIVE ME THE KEY TO YOUR HEART/TRULY IN LOVE 
SOLITAIRES - EMBRACEABLE YOU/ROUND GOES MY HEART 

FIESTAS - GRANDMA GAVE A PARTY/I'M YOUR SLAVE 

ROBERT & JOHNNY - DREAM GIRL/OH MY LOVE 

FIESTAS - OUR ANNIVERSARY/I'M YOUR SLAVE 

BOB GADDY - TILL THE DAY I DIE/I'LL GO MY WAY 

SOLITAIRES - LIGHT A CANDLE IN THE CHAPEL/HELPLESS 

ROBERT & JOHNNY - WEAR THIS RING/BAD DAN 

ARTHUR PRYSOCK - MY FAULT/I WORRY ABOUT YOU 

FIESTAS - GOOD NEWS/THAT WAS ME 

BROWNIE MC GHEE & SONNY TERRY - I NEED A WOMAN/SHE LOVES SO EASY 
BILLY BLAND - LET THE LITTLE GIRL DANCE/SWEET THING 

BOB GADDY - EARLY ONE MORNING/WHAT WRONG DID I DO 

ROBERT & JOHNNY - HEAR MY HEARTBEAT/TRY ME PRETTY BABY 

ARTHUR PRYSOCK - THE VERY THOUGHT OF YOU/IF EVER I SHOULD FALL IN LOVE 
FIESTAS ~ DOLLAR BILL/IT DON'T MAKE SENSE 

PAIRFIELD FOUR ~ MEMORIES(OF MY MOTHER)/DON'T LET NOBODY 

BILLY BLAND ~ YOU WERE BORN TO BE LOVED/PARDON ME 

VINNY LEE - WHIPPER SNAPPER/RUMBARINO 

GENE GENNEDY - IT'S TOO LATE/AM I THE BOY 

BOB GADDY - DON'T TELL HER/COULD I 

ROBERT & JOHNNY - WE BELONG TOGETHER/IN THE RAIN 

ARTHUR PRYSOCK - DO YOU BELIEVE/THIS IS MY LOVE 

BILLY BLAND - MAKE BELIEVE LOVER/HARMONYS 

VOCALIERS - LOVE AND DEVOTION/THIS IS THE NIGHT 

FIESTAS - YOU COULD BE MY GIRLFRIEND/SO NICE 


ARTHUR PRYSOCK - GOOD ROCKIN’ TONIGHT/MY EVERYTHING 

BILLY BLAND - KEEP TALKIN' THAT SWEET TALK/EVERYTHING THAT SHINES AIN'T GOLD 
CAPRIS - THERE'S A MOON OUT TONIGHT/INDIAN GIRL 

DAVEY JONES - COME ON AND GET IT/I'VE GOT A NEW LOVE 

SOLITAIRES - LONESOME LOVER/PRETTY THING 

GENE KENNEDY - WANDERIN' WANDERER/IF I SHOULD DIE BEFORE I LOVE 
BILLY BLAND - STEADY KIND/I CROSS MY HEART 

CAPRIS - WHERE I FELL IN LOVE/SOME PEOPLE THINK 

ROBERT & JOHNNY - PLEASE ME PLEASE/YOU'RE MINE 

ARTHUR PRYSOCK ~ THIS TIME/I WONDER WHERE OUR LOVE HAS GONE 

LORI ROGERS - PLEASE DON'T TELL HIM/SOMEDAY YOU'RE GONNA BE SORRY 
CAPRIS - WHY DO I CRY/TEARS IN MY EYES 

FIESTAS - LOOK AT THAT GIRL/MR, DILLON, MR. DILLON 

BILLY BLAND - MY HEART'S ON FIRE/CAN'T STOP HER FROM DANCING 
ARTHUR PRYSOCK - SPEAK TO ME/ONE MORE TIME 

CAPRIS - GIRL IN MY DREAMS/MY ISLAND IN THE SUN 

ROBERT & JOHNNY — TOGETHERNESS/I GOT YOU 

BILLY BLAND - DO THE BUG WITH ME/UNCLE BUD 

GENE KENNEDY - ROCKIN' PNEUMONIA/THE DEEPEST PART OF MY HEART 
PIESTAS - SHE'S MINE/HOBO'S PRAYER 

RON RICH - WHEN YOU NEED A HELPING HAND/SUN SAND AND THE SEA 
LARRY FINNEGAN - DEAR ONE/CANDY LIPS 

BILLY BLAND - ALL I WANNA DO IS CRY/BUSY LITTLE BOY 

ARTHUR PRYSOCK - APRIL IN PARIS/WHEN I FALL IN LOVE 

TOMMY ANDRE - I WONDER WHY/I'M WONDERING 

ROBERT & JOHNNY - WEAR THIS RING/BROKEN HEARTED MAN 

CRAB CREEK COUNTY SCHOOL BAND - TELL YOUR STORY WAILIN' /CHIVAREE 
BOB GADDY - FORGIVE ME/GONNA BE AT THE STATION 

LARRY FINNEGAN - PRETTY SUSIE SUNSHINE/IT'S WALKIN' TALKIN' TIME 
GENE KENNEDY - DON'T TEAR MY PLAYHOUSE DOWN/I WISH I KNEW 
FIESTAS - BROKEN HEART/RAILROAD SONG 

LARRY FINNEGAN - OH LONESOME ME/KNOCK ON WOOD 

BILLY BLAND - I SPENT MY LIFE LOVING YOU/MAMA STOLE THE CHICKEN 
ARTHUR PRYSOCK - PIANISSIMO/WHERE CAN I GO 

GENE KENNEDY - NO LETTER TODAY/ 

FIESTAS - LOOK AT THAT GIRL/I FEEL GOOD ALL OVER 

BILLY BLAND - DARLING WON'T YOU THINK OF ME/HOW MANY HEARTS 
COLEY ARNEZ - FEVER/ 

EARLS - REMEMBER THEN/LET'S WADDLE 


ARTHUR PRYSOCK - OUR LOVE WILL LAST/COME AND SEE THIS OLD FOOL 
EARLS - NEVER/I KEEP A TELLIN' YOU 
FIESTAS - THE GYPSY CRI 
BEVERLY MC KAY - BABY YOU'RE SO RIGHT/YOU BETTER BELIEVE ME 
LARRY FINNEGAN - A KISS AND A DOZEN ROSES/PICK UP THE PIECES 
CHANTICLEERS - NECKLACE OF ROSES/GREEN SATIN 
ARTHUR PRYSOCK - MY SPECIAL PRAYER/YOU CAN'T COME IN 
SOLITAIRES ~- HONEY BABE/THE TIME IS HERE 
FIESTAS ~ THE PARTY'S OVER/TRY IT ONE MORE TIME 
EARLS - EYES/LOOK MY WAY 
WILSHIRE TRIO - THAT MAGIC FEELING/LOVER'S ISLAND 
BILLY BLAND - DOING THE MULE/FARMER IN THE DELL 
ARTHUR PRYSOCK - THERE WILL NEVER BE ANOTHER YOU/CRAWDAD 
EARLS - CRY CRY CRY/KISSIN' 
ARTHUR PRYSOCK - MY WISH/STELLA BY STARLIGHT 
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1959 


1959 


5/60 


1960 
1961 


7/61 


8/62 


1962 


1963 


1147 
1148 
1149 
1150 
1151 
1152 
1153 
1154 
1155 
1156 
1157 
1158 
1159 
1160 
1161 
1162 
1163 
1164 
1165 
1166 
1167 
1168 
1169 
1170 
1171 
1172 
1173 
117 
117 
1176 
1177 
1178 
1179 
1180 
1181 
1182 
1183 
llsa 
1185 
1186 
1187 
lige 
1189 
1190 
1191 
1192 
1193 
1194 
1195 
1196 


TOM AUSTIN & HEALEY 
ESTAS - FOOLIS! 


= DON'T FO) 
ERLENE & HER GIRLPRI 


BILLY 
ERLENE 
PREDDY # GOTTA MOVE/CHILI 

’ YY HOP 

ARTHUR PRYSOCK - EBB TIDE/ARE YOU READY FOR A LAU 
FREDDY HOUSTON - ONLY THE LO! 
PRINCE JEFFERIES - SO GO0D/* 
KENNY STEVENS - ECHO IN MY HEART/IT WAS LO\ 
BEVERLY MC KAY - SAY IT WITH A F 
SPARKELS - THAT BOY OF ‘TRUE 
DONALD HEIGHT - CRAZY LITTLE 
BOB GADDY - OP! 
ARTHUR PRYSOCK ~ CLOSE YOUR EYES/MY EVERLASTING LOVE 
DONALD HEIGHT - PRETTY GIRL/YOU CAN'T TRUST YOUR BEST PRIEN 
BUTCH, PEGGY & L: ~ IT MUST BE LOVE/TOMORROW NIGHT 

PIESTAS - ALL Ti 300D/ROCK-A=BY BABY 1964 
ROSCOE GORDON - ROLLIN/JUST A LITTLE 

GYPSIES - BLUE BIRD/t 
EARLS - OH WHAT A TY 
ARTHUR PRYSOCK - PLY ME TO THE MOON/WITHOUT THE ONE YOU LOVE 
CROWNS — POSSIBILITY/WATCH OUT 

DONALD HEIGHT - CLI 
ELLA JOHNSON & BUDD ~ LIKE YOU DO/KEEP ON LOVIN 
ARTHUR PRYSOCK - FULL MOON AND EMPTY ARMS/YOt 
ROSCOE & BARBARA - IT AIN'T RIGHT/COULD 
DONALD HEIG A TRIBUTE TO SAM/CLI 
ARTHUR - TEARDROPS I RAT 
FIESTAS - A} RINK SMART 
RIFFS - TELL TALE s ARE THE NIGHTS SO COLD 
GYPSIES ~ DIAMONDS, RUBIES, GOLD FAME/JERK IT 
BILLY MESHELL ~ TIGER AND THE 71 STREET SHARKS/ 
EARLS = REMEMB! BABY/AMOR 

ARTHUR PRYSOCK - WHO CAN I TURN TO/IT‘S TOO LATE BABY 

GYPS: WOMAN'S WORLD/THEY'RE HAVING A PARTY 

ARTHUR PRYSOCK - OPEN UP YOUR HEART/ONLY A POOL BREAKS HIS OWN HEART 
LESTER YOUNG - I GOT THE RIGHT/ 

FIESTAS - LOVE IS STRi 


ay 


/I'M CROSSIN 


LITTLE ANGEL 


i] 
HID 


GOOD TO Mi 
BLUES SO BAD 
YOUR LOVI 

(FRIEND 


PIESTAS - A SHE SW 
KRISS ANDERSON ~ THE SLOO} 
ARTHUR PRYSOCK - HOUSE BY THE ROAL 
AL CASSERO ~ MAKE BELIEVE/PR RL YOU'RE LY 
GYPSIES ~ OH I WONDER WHY/DIAD SOLD AND 
BOBBY & BETTY LOU - SUGAR, 

JESSE JOH - LEFT OUT/A HUNDRED POUNDS OF CLAY 
ARTHUR PRYSOCK - BECAUSE/LET IT BE ME 


from Billboard December 23, 1950 


Federal Releases First Record 


is 


CINCINNATI, OHIO—Ralph Bass, A & R man for Federal Records, kicks 
off his new label as he presents the first record off the press to Bill Ward, 
eader and arranger of the Dominos, a quartet which has just waxed “Do Some 
hing For Me” backed by “Chicken Blue, Left to right, are: Ralph Bass, 
Charles White, Clyde McPhatter, William Brown and Joseph Lamont. Bill 
Ward is at the piano. 
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DU DROPPERS DISCOGRAPHY 


(To correct the one printed in Bim Bam Boom Vol. 111, No. 1) 


MASTER # 


Red Robin: 


3007 
3008 
3028 
3029 


RCA Victor: 


E3VB-0506 
E3VB-0507 
E3VB-0508 
E3VB-0509 
E3VB-1272 
E3VB-1273 
E3VB-1274 
E3VB-1275 
E3VB-1626 
E3VB-1639 
E3VB-1672 
E3VB-1673 
E3VB-2287-1 
E3VB-2288 
E3VB-2490 
E3VB-2491 
E3VB-2811 
E3VB-2812 
E3VB-2813-1 
E3VB-2814 
E3VB-2982 
E3VB-2983 
E3VB-2984 
E4HB-3863 
E4HB-3864 
E4HB-3865 
E4HB-3866 
E4HB-4931 
E4HB-4932 
E4HB-4933 
E4HB-4934 
F5JB-2940 
F5JB-2941 
F5JB-2942 
F5JB-2943 
F5JB-5037 
F5JB-5038 
F5JB-5039 
F5JB-5040 


RECORDING 


DATE 


2/17/53 
2/17/53 
2/17/53 
2/17/53 
5/8/53 
5/8/53 
5/8/53 
5/8/53 
7/28/53 
7/28/53 
7/28/53 
7/28/53 
10/7/53 
10/7/53 
11/5/53 
11/5/53 
12/16/53 
12/16/53 
12/16/53 
12/16/53 
12/30/53 
12/30/53 
12/30/53 
3/18/54 
3/18/54 
3/18/54 
3/18/54 
8/11/54 
8/11/54 
8/11/54 
8/11/54 
4/1/55 
4/1/55 
4/1/55 
4/1/55 
6/27/55 
6/27/55 
6/27/55 
6/27/55 


TITLE RECORD # 
CAN'T DO SIXTY NO MORE 108 
CHAIN ME BABY (BLUES OF DESIRE) 108 
COME ON AND LOVE ME BABY 116 
GO BACK 116 
I WANNA KNOW 5229 
LAUGHING BLUES 5229 
BABY DON'T LEAVE ME IN THIS MOOD oe 
GET LOST 5504 
I FOUND OUT 5321 
(DON'T YOU CARE-By Damita Jo-20-5328) 
LITTLE GIRL, LITTLE GIRL 5321 
TRAIN KEEP ROLLING ON SS 
SOMEBODY WORK ON MY BABY'S MIND 5425 
WHATEVER YOU'RE DOIN' 5425 
TEN PAST MIDNIGHT - 


MY THRILL GIRL a 
BALABAM (Take-2 Recorded 12/30/53) - 
DON'T PASS ME BY 5504 
MAMA'S GONE, GOODBYE (WITH SUNNY GALE) 5543 
THE NOTE IN THE BOTTLE(WITH SUNNY GALE) 5543 
YOU'RE WRONG a 
SPEED KING Go001 


DRINK UP (Take-2 Recorded 12/30/53) - 
I WANNA LOVE YOU G0120 
HAD TO PLAY MY NUMBER = 
DEAD BROKE coool 
I ONLY HAD A LITTLE EP-EGA2 
JUST WHISPER G0013 
I'VE NEVER BEEN THERE J 
HOW MUCH LONGER G0013 
YOU'VE BEEN GOOD TO EVERYBODY ~ 
BOOT 'EM UP G0036 
HONEY BUNCH EP-EGA2 
IF YOU JUST DON'T LEAVE ont 
LET NATURE TAKE ITS COURSE G0036 
YOU'RE MINE ALREADY G0120 
I WANNA THANK YOU ie 
GIVE ME SOME CONSIDERATION G0104 
TALK THAT TALK G0104 
SMACK DAB IN THE MIDDLE EP-EGA5 
THAT'S ALL I NEED EP-EGA5 
STORY UNTOLD EP-EGA5 
ROLLIN' STONE EP-EGA5 


NOTE 1: The Du Droppers weren't on Master #1273, it is included to 
account for the number. 
NOTE 2: The last tenor lead of The Du Droppers is Robert Bowers, 


not Roger Bowers. 
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R.T.O. RECORDS 


JOHN GRECO 


P, O. BOX 176 


STATEN ISLAND, NEW YORK 10312 


A_FAREWELL TO YESTERDAY'S MEMORIES SALE 


ALBUMS - $3.00 EACH + 50¢ PER ORDER FOR POSTAGE 


AVONS 

BLUEJAYS VS. LITTLE CEASAR 
AND ROMANS 

CARDINALS - VOL. I 

CARDINALS - VOL. II 

CASTELLES 

CASANOVAS 

CHANTERS 

CHARMS 

CHECKERS 

CHORDS 

CLEFTONES 

COUNTS 

CRESTS 

CROWNS 

DEL SATINS 

DEL VIKINGS (DOT) 

DEL VIKINGS (MERCURY) 

DEL VIKINGS - THEY SING, 
THEY SWING 

DOMINOES - VOL. I 

DOMINOES ~- VOL. II 

DOMINOES - VOL. III 

DREAMLOVERS 

DU DROPPERS 

EL DORADOS - VOL. I 

EL DORADOS = VOL. II 

DUPREES 

EARLS 

ENCHANTMENTS 

ETERNALS VS. NOBLETONES 

FASCINATORS VS. ROBROYS 

BEST OF MERCURY - VOL. I 

BEST OF MERCURY - VOL. II 

BEST OF DELUXE 

BEST OF DECCA 


BEST OF WHIRLIN' DISC 


ONE TIME ONLY 


CROWNS 

DISCS 

JETS VS. GUYTONES 
KEYS - ON THE TOWN 


Vannannn 


KEYS - VOL. II 
KEYS - VOL. III 
KEYS - VOL. IV 
KEYS - VOL. V 
KEYS - VOL. VI 
FLAIRS 
FLAMINGOS 


4 BUDDIES - VOL. I 

4 BUDDIES - VOL. II 

4 FELLOWS 

HOLLYWOOD FLAMES 
JURRICANES VS. STRANGERS 
JAYHAWKS 

JEWELS 

KEYNOTES 

BOB KNIGHT 4 

KODAKS VS. LEADERS 
LAMPLIGHTERS 
MEDALLIONS 

MONOTONES 

MOONGLOWS - VOL. I 
MOONGLOWS - VOL. II 
MOONGLOWS - VOL. III 
MOROCCOS VS. DANDERLIERS 
NATIVE BOYS 

ORIOLES 

ROCHELLE & CANDLES 
BEST OF CUB - VOL. I 
BEST OF CUB = VOL. II 


. BEST OF TEENAGE 


BEST OF ACME 
ENDINGS 
WILLOWS 


AND HANDLING. 


GENIES 

JOHNNY OTIS & JAY O'S 

PARADONS VS. HOLLYWOOD 

SAXONS 

PARAGONS VS. JESTERS 

PENGUINS 

QUAILS 

RAVENS - VOL. I 

RAVENS - VOL. II 

RAVENS - VOL. III 

ROBINS (SPARK) 

ROBINS (CROWN) 

ROYALS 

SCHOOLBOYS VS. 

SHIELDS vs. 

SKYLINERS 

SPARKS OF RHYTHM VS. 
VOCALTONES 

SPIDERS - VOL. I 

SPIDERS - VOL. II 

SOLITAIRES - VOL, I 

SOLITAIRES - VOL, II 

JACKIE & STARLITES 

SWALLOWS 

TEENCHORDS 

TIMETONES VS. NOBLES 

VALIANTS 

VIBRAT IONS 

VITO & SALUTATIONS 

FLYING SAUCER - VOL. I 

FLYING SAUCER - VOL. II 

FLYING SAUCER - VOL. 

FLYING SAUCER - VOL. IV 

FLYING SAUCER - VOL. V 

FLYING SAUCER - VOL. VI 

ELVIS PRESLEY (NOVELTY) 

RAVENS - VOL. IV 


YOUNGTONES 
PENTAGONS 


SEND 50¢ FOR OUR LATEST CATALOGUE 


